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ABSTRACT 
 
Madison A Folks: Adaptation and Aspiration: 
Constructing Modern Japan through Ideological Combat in Satsuma Rebellion Prints 
(Under the direction of Bradley Bailey) 
 
Although past scholarship on Meiji-period prints has favored a clean evolution–from 
Yokohama-e to senso-e, samurai to soldier–this thesis considers two images of the Satsuma 
Rebellion that complicate both this historical transition and the art historical assessment of the 
woodblock medium. If the rebellion marked the “dress rehearsal” for imperial encroachment in 
Asia, I argue that woodblock prints offered mixed, preliminary reviews of Modern Japan. 
Between the eager curiosity of Yokohama-e and the self-exaltation of senso-e, Yoshitoshi and 
Shoso’s Satsuma Rebellion e-Sugoroku Game Board and Kunisada III’s War with the Western 
Nations mark the internal negotiation between competing notions of Japanese identity, as well as 
competing directions for the woodblock print – both in terms of pictorial style and social 
function. Through the analysis of sartorial vocabulary, technological innovation, and the pictorial 
stages on which these scenes play out, I explore this active negotiation staged through ink and 
paper. 
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PREFACE 
 
I have two notes to mention. First, as Yoshitoshi and Shoso’s Satsuma Rebellion e-
Sugoroku Game Board presents a complex combination of individual compositions, I will 
reference Yoshitoshi’s rebel portraits in the game spaces in the fashion of a grid. Starting from 
the top left corner, I’ve numbered the rows 1 through 4 and labeled the columns A through F. For 
example, the second portrait to the left in the 3rd row will be referred to as 3B. Shoso’s central 
print is not included in this descriptive system. Second, I present all Japanese names in Japanese 
style, meaning family name first, given name second. For artists commonly known by their go or 
“artist’s name,” I will provide their full name in the “[family name] [given name]” format at first 
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CHAPTER 1: INTRODUCTION 
 
Designed by Utagawa Yoshifuji (1828-1887) in 1873, Imported and Japanese Goods: 
Comic Picture of a Playful Contest of Utensils (Fig. 1) presents a chaotic clash of 
anthropomorphized objects. From the left, a samurai leads an army of side-bound books, 
collapsible stools, and an animal cavalry, while from the right a wool-uniformed commander 
signals a hardbound volume, a chair and a stone. In the valley between, the fighting has begun. 
As a pair of birds battle with cloth and waxed paper umbrellas in the right corner, the familiar 
and the foreign collide with all the drama of legendary warrior prints.1  
While the second half of the 19th century opened with violent coups and closed with 
imperial encroachment, Yoshifuji captures the battles measured not in blood, but in cloth, paper, 
and metal. The objects that Yoshifuji has comedically engaged in battle waged the real 
ideological struggle between two conceptions of Modern Japanese identity at odds in the 1870s: 
one based on Japan’s feudal past and the other upon the Western Imperial model. The very 
objects that Yoshifuji brings to life on the page served as visual arguments for each conception 
of identity in late 19th-century Japan. Nowhere was argument clearer than in the last gasp of the 
samurai resistance against the Meiji state, the Satsuma Rebellion of 1877.  
Lost between the influx of the foreign into Yokohama in the 1850’s and 60’s and the 
outbreak of feverish militarism with the Sino-Japanese War in 1894, woodblock prints depicting
                                                          
1 The term musha-e or “warrior pictures,” refers to the genre of woodblock prints that centers on historical warriors 
and legendary battles.  
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the Satsuma Rebellion remain understudied from an art historical perspective. The Satsuma 
Rebellion marks a critical turning point in Japanese history – a decisive, if messy, move from 
feudal nation to unified modern state.2 As the battle for political authority raged in southern 
Japan, the battle for public opinion played out through ink and paper. 
Woodblock prints have historically served as particularly useful barometers of public 
taste for researchers. In the case of the Satsuma Rebellion, interactive woodblock prints such as 
sugoroku game boards and uchiwa-e fans brought the discussion of current events into the open 
after centuries of censorship.3 Today, these prints offer a window into a changing world of 
national negotiations between different characterizations of Japanese identity when consensus 
remained elusive. This thesis focuses primarily on two such prints: Tsukioka Yoshitoshi and 
Mishima Shoso’s Satsuma Rebellion e-Sugoroku Game Board (1877) and Utagawa Kunisada 
III’s War with the Western Nations: View of Shirakawa Port (1877) (Figs. 2, 3). Through 
sartorial vocabulary, technological innovation, and the pictorial stages on which these scenes 
play out, the feudal past and modern present vie for authority before an uncertain Japanese 
public. Along the way, I argue that these works also challenge the way of seeing these objects 
and constructed identities. As the artists pull from lithography, photography, and the history of 
ukiyo-e, the diversity of the pictorial vocabulary at work captures the moment before the 
bifurcation of the medium along “traditional” and imported ways of seeing. These prints stand as 
                                                          
2 From January through September of 1877, a group of samurai in the southwestern domain of Satsuma staged a 
rebellion against the Meiji government. This conflict was the last major show of resistance against the Meiji state.; 
Romulus Hillsborough, Samurai Revolution: The Dawn of Modern Japan Seen through the Eyes of the Shogun’s 
Last Samurai (Tuttle Publishing, 2014). 
3 Sugoroku, translating to “double sixes,” is a multiplayer board game played with a pair of dice. Similar to Chutes 
and Ladders, all players begin at the starting point (the furidashi) and progress throughout the board through rolling 
the dice. The first player to reach the finish (the agari) wins the game. Uchiwa-e, or “fixed pictures,” were printed in 
the shape of a paddle fan. They would be then be cut from the sheet and pasted to the bamboo skeleton of a paddle 
fan.  
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a precursor to the full-fledged nationalistic fervor of senso-e, or “war prints,” and a postscript to 
the eager novelty of the opening of Japan as captured in Yokohama-e, two areas that have 
received greater scholarly attention. 4  
From Foreign Novelty to Japanese Modernity: A Brief History Transition 
The arrival of Commodore Perry in Edo Bay in 1853 signaled the end of over two-
hundred years of Japanese isolationist policy. Though the Dutch maintained ties to Japan 
throughout the Edo period, the national policy of sakoku, literally “separate country” or “a 
country apart,” kept Japan closed to the rest of the world until 1854.5 Once Japan engaged in 
trade with the United States, treaties with Russia, Britain, Holland, and France soon followed. 
Known as the “Five Nations,” these countries presented a particular vision of the West, 
specifically one of Imperial Western naval power. These foreigners were confined to the port 
town of Yokohama, but interest in these newcomers spread to Edo, the capital located 18 miles 
away, through Yokohama-e. 6  
Yokohama-e provided a window to a Western world, fanning and framing the public 
curiosity about the foreigners through imported objects, national types, and the distant lands 
from which they came. From trains to foreign couples, London streets to feathered headdresses, 
woodblock print artists catered to an audience eager for novelty. As Japan began to grapple with 
                                                          
4 Yokohama-e is a genre of woodblock prints that refers to the images produced in reaction to the influx of foreign 
people and objects into the port of Yokohama following the Japan’s engagement in trade in 1854. For more 
information about Yokohama and Yokohama-e, see: Ann Yonemura, Yokohama: Prints from Nineteenth-Century 
Japan (Washington D.C.: Smithsonian Institution Press, 1990). 
5 Donald Keene, The Japanese Discovery of Europe, 1720-1830 (Stanford.: Stanford University Press, 1969), 6. In 
theory, this isolationist policy kept Japan insulated from the rest of the world. In practice, Japan retained a 
connection to the outside world through a relationship with the Dutch. 
6 Philadelphia Museum of Art, Foreigners in Japan: Yokohama and Related Woodcuts in the Philadelphia Museum 
of Art. (Philadelphia: Philadelphia Museum of Art, 1972), 5. For greater discussion of this period, see: Michael R. 
Auslin, “Negotiating Space: The Meaning of Yokohama” in Negotiating with Imperialism: The Unequal Treaties 
and the Culture of Japanese Diplomacy (Cambridge: Harvard University Press, 2006), 34-60. 
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its new international presence, the arduous restoration of the emperor, and the construction of a 
modern identity, the content of Yokohama-e became increasingly detached from its imported 
context and ingrained in modern Japanese identity.7  
Following the crumbling of the Tokugawa Shogunate in 1868, the Meiji Restoration 
looked to the Western Imperial model imported with the five nations. As Julia Meech describes 
in The World of the Meiji Print, “loyalty to emperor and nation was inculcated through moral 
instruction in the schools,” expressed through daily behavior such as dress and eating habits, and 
vehemently enforced through lawmaking.8 The very objects used to authenticate the foreign in 
Yokohama-e became the trappings of Modern, Meiji Japan. It is important to note, despite 
Western models, this does not reflect a desire to be Western, but rather—in the Meiji 
government’s perception—a necessity of modernization. In an effort to assert Japan’s role as 
equal to the Western powers, the Meiji government adopted the slogan of bunmei kaika, or 
“civilization and enlightenment,” an idea founded on the adoption of Western technology, 
fashion, government and military prowess. Japan imported these Western models, internalized 
them, and then exported this “enlightenment” as an Imperial power in its own right. Artists 
captured this militaristic nationalism through senso-e, or “war pictures.” At the turn of the 
twentieth century, this civilization became a verb, a process that played out through land grabs 
and projections of military might in Asia – the first of which occurred at home. 
From January through September of 1877, a group of nativist samurai in the southwestern 
domain of Satsuma staged a rebellion against the Meiji government. Under the banner of bunmei 
                                                          
7 Julia Meech, The World of the Meiji Print: Impressions of a New Civilization (Weatherhill, 1986), 117-118. For 
greater detail about the Meiji Restoration see: Marius B, Jansen, ed. The Emergence of Meiji Japan. New York, NY: 
Cambridge University Press, 1995;  
8 Ibid. 
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kaika, the Meiji administration prioritized military power and distanced itself from Japan’s 
feudal past. The transition back to Imperial governance was hard won among the Japanese 
people, particularly in the hearts of the samurai class. This once aristocratic rank became widely 
disenfranchised by Imperial policy. In March of 1876, samurai lost the right to wear swords, the 
key marker of their aristocratic status, followed by a loss of income in the pension commutation 
act that same year.9 Social unrest erupted into rebellion a year later, lasting for eight months and 
claiming more casualties than either the future Sino-Japanese or Russo-Japanese war.10  
This civil war marked a pivotal victory for the Meiji state and a visual clash akin to 
Yoshifuji’s imagined battle. As literal war plagued the Southwestern domain of Satsuma, the 
ideological clash of Modern Japanese identity occurred in the realm of things – both those 
objects associated with samurai and soldier respectively, as well as the media that portrayed 
these dueling identities. Yokohama-e and senso-e uniquely reacted to novelty–one, the thrill of 
the foreign, the other, the shock of a new Self. Yokohama-e provided Japan with a window to an 
outside world full of new, exciting people and objects from beyond Japan’s shores. Decades 
later, senso-e flipped the lens back onto Japan, turning the public gaze inward, confirming, 
exporting, and romanticizing a modern Japan built on Western Imperial models. Yet, between 
these cleanly delineated genres, prints of the Satsuma Rebellion capture the struggle to define 
Modern Japanese identity in the early years of the Meiji period (1868-1912). 
 
 
                                                          
9 Eric van den Ing et al, Beauty & Violence : Japanese Prints by Yoshitoshi, 1839-1892 (Bergeyk, Netherlands: 
Society for Japanese Arts, 1992), 57. 
10 For a historical discussion of the Satsuma Rebellion see: James H. Buck, “The Satsuma Rebellion of 1877: From 
Kagoshima through the Siege of Kumamoto Castle,” Monumenta Nipponica 28, no. 4 (1973): 427–46. 
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Art in Action: The Centrality of Woodblock Prints in Daily Life 
Though today most Japanese woodblock prints rest silently within archival folders in 
museum storage or static beneath glass, these works were originally ephemeral, consumable 
reflections of popular culture. The medium functioned as a wildly popular conduit for current 
events. As prints captured information about middle-class life, the woodblock medium held a 
mirror to national sentiment, reflecting humor, fashions, and concerns of Japan’s capital.11 When 
new media challenged the woodblock’s efficiency in the 19th century, the medium retained this 
function. In place of the veracity of photography or lithography, woodblock prints engaged 
popular imagination, capturing national reaction in their depictions of current events. 
Woodblock prints both reflected life and were ingrained in the act of living. From cooling 
down with an uchiwa-e, or “fixed picture,” on a paddle fan during a summer festival, or 
gathering with the family to play a game of sugoroku, a board game similar to Chutes and 
Ladders, these interactive prints filled both the private and public spaces of 19th-century Japan. 
Given their functionality, these interactive prints are exceedingly rare today. Yet, at the Ackland 
Art Museum, the bright purples of the Satsuma Rebellion Game Board and aniline reds of War in 
the Western Nations invite the viewer to explore a Japan in transition.12  
The Ackland’s Satsuma Rebellion Game Board presents competing conceptions of 
martial identity in 19th-century Japan. Composed of two rows of three oban sized prints, the full 
board measures roughly 79 x 74 cm, with a small textual tab protruding from the center top 
                                                          
11 While woodblock prints spread beyond Edo/Tokyo, historically, ukiyo-e and Meiji prints reflected the particular 
culture, humors, and interests of the urban population in Japan’s capital. Cities like Osaka had their own print 
industries as well, but the majority of woodblock prints encountered today come from the Edo/Tokyo market.  
12 The Ackland Art Museum is located in Chapel Hill, North Carolina. As a part of The University of North Carolina 
at Chapel, the museum serves both the academic community of the university and beyond.  
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edge.13 This full-color, woodblock printed sugoroku game board presents the work of two artists, 
Tsukioka Yoshitoshi (1839-1892) and Mishima Shoso (1856-1928), brought together by an 
anonymous publisher in December of 1877. Yoshitoshi, a recognized master of the warrior print 
genre (musha-e), designed five sheets of the board with 20 small portraits of the rebellious 
samurai from Satsuma domain, identifiable by the encircled cross emblazoned on the red flag 
near the center of the board. In the central, full-sheet composition, Shoso depicts the leader of the 
Imperial army, Prince Arisugawa, announcing victory to the Emperor Meiji.14 
Printed on the fourth day of the fourth month, 1877, Utagawa Kunisada III’s (1848-1920) 
War in the Western Nations: View of Shirakawa Port presents the collision of the Satsuma rebels 
and the Imperial Navy.15 Enclosed with the ovular outline of a paddle fan, the image remains 
uncut from its oban sheet. Shirakawa port extends into the sea from the right, while the dark 
Meiji ship fires upon the Satsuma rebels on the shore. When viewed in museum storage, these 
works may appear disparate, yet the two prints could have easily functioned within the same 
space: While playing sugoroku on a summer night, one may laugh behind the raised fan print.   
As the prints of the 17th, 18th, and early 19th century captured the “floating world” of 
middle-class pleasure culture, the prints produced around the Satsuma Rebellion reveal a 
powerful force infiltrating every aspect of Japanese life: the zeitgeist of militaristic nationalism. 
                                                          
13 Oban is a standard print size measuring approximately 25.3 x 38 cm. Japanese prints are described and discussed 
by their uniform sizes. More information about print sizing and background information about Japanese woodblock 
prints can be found in: Amy Reigle Newland, The Hotei Encyclopedia of Japanese Woodblock Prints (Amsterdam: 
Hotei Publishing; 2005). 
14 The encircled cross, the kamon, is the symbol of the Shimazu Clan that historically ruled Satsuma Domain. 
15 In prints from this era, dates are often stated in the way of “fourth month, fourth day” vs. “April 4th” due to the 
discrepancy between the Meiji period calendar year and the modern calendar. Though Japan switched to the Western 
calendar from the lunar calendar in 1873, the calendars did line up exactly and this transitional calendar had about 
an extra half month. For more information: Meech, The World of the Meiji Print. 
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The fact that images of war appeared in the interactive media such as games and fans suggests 
the growing ubiquity of war into daily Japanese life and the changing role of the woodblock 
print.  
Reassessing the “Decay” of Ukiyo-e: Historiography of Meiji-Period Printmaking 
 Yoshifuji’s Competition of Imported and Japanese Utensils both provides a visual 
embodiment of ideological struggle of the late 19th century and illustrates a historiographical 
struggle in the study of woodblock prints. Operating largely in the realm of omocha-e (toy 
prints), Yoshifuji is a little known artist working in an undervalued print format within an 
understudied period of printmaking.16 Both Yoshifuji and his triptych fit into the larger Meiji-
period gap that plagues scholarship on the medium.  
American and European art historians and collectors have guided scholarship on Japanese 
woodblock prints. In this literature, Meiji-period printmaking is often discounted as the “decay” 
of the woodblock print medium, disparaged particularly for its bright aniline dyes. In the words 
of Ernest Fenollosa, post-1860 color printing “went to the dogs.”17 However, in recent decades, 
these prints have gained greater recognition, both in exhibitions and in scholarly works, such as 
Julia Meech’s The World of the Meiji Print: Impressions of a New Civilization.18 More recently, 
senso-e have gone from undervalued works to the focus of dedicated exhibitions such as 
Conflicts of Interest at the St. Louis Art Museum (2016) and Flash of Light, Fog of War at the 
Ackland Art Museum (2017). Even as scholarship and appreciation of 19th and early 20th century 
                                                          
16 Omocha-e, or “toy prints,” describes a genre of woodblock printmaking intended for interaction and instruction, 
such as game boards, paper dolls, and more. Often these prints targeted children, but others were enjoyed by adults 
as well. 
17 Ernest Fenollosa, Epochs of Chinese and Japanese Art: An Outline History of East Asiatic Design (Berkeley, 
United States: Stone Bridge Press, 2009), 616-617. 
18 Meech, The World of the Meiji Print.   
 
 8  
woodblock printmaking gains traction, images of the 1877 Satsuma Rebellion remain in the 
shadows. Traditional scholarship on 19th century woodblock printing jumps abruptly from 
Yokohama-e to senso-e, glossing over the civil war that served as a pivot point for both Japanese 
national identity and woodblock printmaking. While military historians have taken a strong 
interest in this period, for example Jaundrill’s Samurai to Soldier: Remaking Military Service in 
Nineteenth-Century Japan (2016) and Hillsborough’s Samurai Revolution: The Dawn of Modern 
Japan Seen through the Eyes of the Shogun’s Last Samurai (2014), art historians have yet to give 
this period adequate consideration. 19 
With this in mind, this project primarily looks to a small pool of scholarship on Meiji-
period printmaking, omocha-e and uchiwa-e fans, as well as historical works on the Satsuma 
Rebellion. I will draw on the work of Julia Meech for background on 19th century printmaking 
and Henry Smith to understand the changing materiality of Meiji-period printmaking.20 Though 
little work has been done on the category of interactive prints, I will examine Rebecca Salter’s 
Japanese Popular Prints: From Votive Slips to Playing Cards (2006), select chapters from the 
exhibition catalog from the St. Louis Art Museum’s Conflicts of Interest (2016), and Susanne 
Formanek and Sepp Linhart’s Written Texts—Visual Texts: Woodblock Printed Media in Early 
Modern Japan (2005), among other similar works.21  
                                                          
19 D. Jaundrill, Samurai to Soldier : Remaking Military Service in Nineteenth-Century Japan (Ithaca: Cornell 
University Press, 2016); Hillsborough. 
20 Meech, The World of the Meiji Print; Anna Cesaratto, Yan-Bing Luo, Henry D. Smith, and Marco Leona. “A 
Timeline for the Introduction of Synthetic Dyestuffs in Japan during the Late Edo and Meiji Periods.” Heritage 
Science 6, no. 1 (April 3, 2018): 22. 
21 In this thesis, I will use the term interactive prints to describe woodblock prints intended for more than mere 
passive viewing. This includes games and toys in the genre of omocha-e, fixed-picture (uchiwa-e) fan prints, and 
more.; Rebecca Salter, Japanese Popular Prints : From Votive Slips to Playing Cards (Honolulu: University of 
Hawaii Press, 2006); St. Louis Art Museum et al. Conflicts of Interest: Art and War in Modern Japan (Saint Louis 
Art Museum, 2016); Susanne Formanek and Sepp Linhart, Written Texts--Visual Texts : Woodblock-Printed Media 
in Early Modern Japan (Amsterdam: Hotei, 2005). 
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Exploring the Battle for Public Opinion: Organization and Implications  
The body of this thesis will unfold in three parts: Wearing the Rebellion, Technologies of 
Transition, and Setting the Stage. Looking back to Yoshifuji’s triptych, one can tease each theme 
from the fray. Immediately the sartorial clash can be seen through clothing worn by the bodies in 
the image – the forces of Japan wear the intricate cottons and silks of the samurai, while the 
imported objects wear wool uniforms inspired by European soldiers. As the covered cart attacks 
the toppled palanquins, the clash of technologies comes to life. Even the question of pictorial 
style battles it out between a stack of woodblock prints and a photograph. 
 In Wearing the Rebellion, I will consider the styling of the body, both that of the printed 
figures and that of the print consumer. Through the game board, I will analyze this styling 
through clothing, hairstyles, as well as bodily posture. Turning to the fan print, I will assess the 
styling of the print consumer and the fashioning of the Japanese citizen. In this section, I will 
also discuss the public nature of the fan medium, the novelty of the topic at hand, and the 
resulting political agency in the freedom to be current in such a manner.  
The Technologies of Transition considers the role of technology as a prop, embodied 
through ships, weaponry, as well as the dyes that make up the prints themselves. I will break this 
chapter in two sections: Technologies of War and Technologies of Color. In the first section I 
will look to the interweaving of Japanese and imported weaponry in the Satsuma Rebellion 
Game Board and to the question of naval power as a key facet of the Meiji “civilization and 
enlightenment” through Kunisada III’s fan. I will also contextualize the role of the ship between 
Yokohama-e and senso-e before turning to Technologies of Color. In this section, I will discuss 
the introduction of aniline dye and the resulting shift in cost, increase in red, and pronouncement 
of modernization through color. 
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Finally, in Setting the Stage, I will explore the staging of these fashions, technologies, 
and objects previously discussed through the pictorial style of the prints in question. This 
includes the incorporation of foreign pictorial technique such as single-point perspective and 
volumetric shading, as found in Shoso’s central panel of the game board. This foreign influence 
grew in reaction to the competition of lithography and photography as the dominant reproducible 
medium in Japan. I will also consider the echo of earlier Japanese art forms, such as musha-e 
(“warrior prints”) in Yoshitoshi’s game tiles and meisho-e (“famous place pictures”) in Kunisada 
III’s War in the Western Nations.22 This chapter will then argue that these changing ways of 
seeing foretell the critical bifurcation of the Japanese woodblock medium along “traditional” and 
imported lines at the turn of the 20th century.     
Though this project focuses on a single year and central conflict, these prints fit into a 
larger as-yet understudied period of Japanese art history. Meiji-period prints (1868-1912) have 
only begun to receive serious scholarly attention in the past thirty years, but study of this period 
is essential to an understanding of 20th and 21st century Japan. It marks pivot point, for both 
Japanese national identity and the evolution of the woodblock medium. As war began to bleed 
into every aspect of Japanese life during the Satsuma Rebellion, this period marks a critical 
chapter in the narrative of escalating Japanese imperialism, fascism, and brutality so heavily 
studied in the context of WWII. Thus, by devoting greater study to this late 19th century period, 
one can both illuminate an understudied area of Japanese printmaking and enrich the 
understanding of well-trodden periods of scholarship.  
                                                          
22 Meisho-e, or “famous place pictures,” is a genre of prints that celebrate famous sites in Japan. Closely tied to the 
loosening of travel restrictions in the early 19th century, these prints often depict famous views and landmarks.   
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CHAPTER 2: WEARING THE REBELLION 
 
As Elizabeth Wilson describes, fashion “forces us to recognize that the human body is 
more than a biological entity…It is an organism of culture, a cultural artifact even, and its own 
boundaries are unclear.”23 Yoshifuji’s Competition of Imported and Japanese Utensils (Fig.1) 
presents a comical stylistic clash of objects, but the bodies of these anthropomorphized objects 
accurately portray the sartorial contrast enacted through the human bodies of Imperial soldiers 
and Satsuma samurai on the battlefields of the Satsuma Rebellion.   
If “Meiji Ishin24 can be seen as a sartorial ‘year zero’ in the development of a 
contemporary [Japanese] fashion system,” the solidification of the emergent “strategic dress 
practices” came during the Satsuma Rebellion.25 The literal devastation of the rebel samurai by 
the Imperial army made a striking statement through textiles: the ornate silks and leather armor 
that once identified the Japan’s warrior became the uniform of defeated. By the final battle in 
September 1877, the clothing of the samurai class, once aligned with status and luxury, became 
the antithesis of bunmei kaika, or “civilization and enlightenment” in the eyes of the Meiji 
government. The samurai style became the “unenlightened” foil to the Meiji approved, Western-
                                                          
23 Elizabeth Wilson, Adorned in Dreams: Fashion and Modernity (London: Virago Press, 1985), 2. 
24 Meiji Ishin (明治維新) is the Japanese term for the Meiji Restoration of 1868. 
25 Nicolas Cambridge, “Cherry-Picking Sartorial Identities in Cherry-Blossom Land: Uniforms and Uniformity in 
Japan,” Journal of Design History 24, no. 2 (2011): 172. 
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inspired style “enlightened.” Through the establishment of this binary, the government excluded 
the samurai from modern Japan through their individualization.26    
Though the physical battles of the Satsuma Rebellion ended in September, the Imperial 
struggle for public favor remained unsuccessful. An analysis of the printed fashions – both 
depicted in ink and used to ornament the body in life – offer insight into a more intimate battle 
waged through the human form. From intertwining elements of samurai style, imported 
uniforms, and centuries-old court attire, to fashionable expressions of national transition, the 
styled body became an ideological battleground for Japan’s modern identity.    
 Fashioning the Japanese Hero  
 
In the central oban print of Yoshitoshi and Shoso’s Satsuma Rebellion e-Sugoroku Game 
Board (1877), Western-style carpets and wool uniforms project Meiji ideology through the 
figure of the soldier (Fig. 2). In the 20 small portraits, the Satsuma rebels wear the layered silks 
and cottons of the samurai class. At a glance, the binary divide between Japan’s modern future 
and feudal past is clear, but on closer study, this divide is not a clean one. The rebels weave 
elements of Western-style uniforms and weaponry into their traditional attire, while the stiffly 
uniformed solider arrives at an Imperial court reminiscent of Heian-period Japan (794-1185). 
Both Yoshitoshi and Shoso draw from sartorial symbols of tradition and transition, nostalgia and 
aspiration, to argue their case to the player of the game. As Yoshitoshi pulls from the present, he 
suggests the adaptability of the samurai, asserting a continued relevance of the traditional warrior 
in a changing world, even after defeat. In contrast, Shoso reaches centuries into the past to 
emphasize ancientness of imperial rule and lend authority to the unfamiliar, uniformed soldier 
                                                          
26 Michel Foucault, “Panopticism,” in Discipline and Punish: The Birth of the Prison, trans. Alan Sheridan (New 
York: Vintage Press, 1995), 196. 
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and a distrusted Meiji government. Though the historical victor was clear at the time of printing 
and defined through the logic of the game, the player is left decide whether the title of “hero” 
resides with the martyred or the victorious party.27 
Before playing a game, one must understand the rules. Resembling the game Chutes and 
Ladders, e-sugoroku often took narrative form and were enjoyed by both children and adults.28 
As a tobi-style sugoroku, the player must move randomly through the board, jumping between 
spaces, directed by the roll of dice and the action commands printed in each space. In this 
particular board, the defeat of the Satsuma rebels, the gratitude of the emperor, and, significantly, 
the support of the Meiji agenda define success. This central goal reflects an early inculcation of 
“loyalty to emperor and nation” that would shape Japan’s budding national education system.29 
Yet, while the player aspires to the Meiji victory depicted just beneath the agari (the finish), they 
would spend the majority of game play navigating through Yoshitoshi’s rebel portraits. Given 
the December printing of this board, the Ackland’s Satsuma Rebellion board was likely played in 
a family setting.30 As the player progressed through the individual rebel’s stories, this particular 
                                                          
27 Given the December 1877 printing of this game board, the Satsuma rebellion had already ended with an imperial 
victory.  
28 Sugoroku, or “double sixes,” refers to two distinct games. The first resembles backgammon, while the second, 
known as e-sugoroku or “picture sugoroku,” resembles a game of chutes and ladders. Ranging in size from single 
oban sheet to nine connected sheets, this multiplayer game of chance begins at the furidashi (“starting point”) and 
advances through the roll of a pair of six-sided dice. The goal of the game is to reach the climactic agari 
(“completion”), but the road in between can vary. In the mawari-style sugoroku, the players move sequentially 
through the board, equipped with a sense of what lies ahead. In contrast, the Satsuma Rebellion e-Sugoroku Game 
Board is a tobi-style sugoroku, causing the player to “jump” between spaces. Learn more in: Rebecca Salter, 
Japanese Popular Prints: From Votive Slips to Playing Cards (University of Hawaii Press: Honolulu, 2006), 164. 
29 This attitude is reflected in the Imperial Rescript on Education. See Roger J. Spiller, “Appendix A: Imperial 
Rescript on Education” from Human Bullets: A Soldier’s Story of Port Arthur, trans. Honda Masujiro (Lincoln; 
University of Nebraska Press, 1999), 257. 
30 Sugoroku were often released around the end of the year, often reflecting on a major event of the year. According 
to Salter, these games would frequently be played in a family setting, allowing the players to consider the events of 
the year as it neared a close. Salter, 164. 
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board invited close reflection on the events of Satsuma Rebellion, as well as the figures and 
factions that defined Japan’s transitioning society. Through clothing, hairstyle, and posture 
Yoshitoshi and Shoso’s designs pose sartorial arguments for the validity of their particular brand 
of the Modern Japanese hero.  
The Fabric of Transition: Adapting Samurai, Authenticating Soldier 
Incorporating elements of the Western-style soldier into traditional samurai dress, 
Yoshitoshi casts the Satsuma rebels as adaptable warriors and living legends. Yoshitoshi’s 
miniatures make up the majority of game play and physical space on the board. The portraits 
assert the continuity of the samurai, defying relegation to the past through sartorial 
demonstration of their adaptability to a modern Japan. Combining brass-buttoned jackets with 
woven sandals, Yoshitoshi presents a familiar face of martial power grounded in Japan’s past, 
but open to evolution.  
Well into the Meiji period, most Japanese had a taste for samurai clothes rather than 
Western-style clothing.31 As Toby Slade points out, the termination of sumptuary laws restricting 
samurai garb led to a national identification with both samurai clothing and values.32 While this 
newfound sartorial freedom dissolved external markers of samurai distinction, this shift in policy 
made the samurai styles relatable and desirable to potential players of this game board. 
Yoshitoshi devotes careful detail to the materiality of these familiar garments while weaving in 
elements of European-style uniforms. He lends texture to wide-legged hakama by overprinting 
delicate patterns in contrasting colors, but extends this special care beyond the fabrics 
themselves. Throughout the board, Yoshitoshi emphasizes the drawstrings at the ankles of 
                                                          
31 Toby Slade, Japanese Fashion: A Cultural History (Berg Publishers, 2009), 321. 
32 Ibid. 
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soldiers’ hakama in a separate color ink, suggesting the functionality of the garment. Through 
Murata Sansuke’s broken sandal (3F) and the delicate joining of armor in portraits 1C and 4F, 
Yoshitoshi evokes the material reality of these items.33 As the rebel Kirino Toshiaki (3C), raises 
a flag to signal cannon fire, the movement of his shoulder exposes an intricate, burgundy pattern 
on the interior silk of his sleeveless kataginu (a long, vest-like garment), suggesting the 
naturalistic movement of the clothing with the body.  
Amidst the ample detail lavished on native Japanese garments, Yoshitoshi scatters 
elements of European-style military uniforms. Most often, this sartorial hybridization takes the 
form of the simple woolen white trousers and short black jackets, often integrated with 
hachimaki.34 Combining strikingly modern aspects with intricate native fashions, Yoshitoshi 
presents portraits of the rebels that defy the binary of enlightened and unenlightened articulated 
by the Meiji government, thwarting the samurai “individualization [used] to mark exclusion.”35    
 While Yoshitoshi integrates elements of the present to insist on the continued relevance 
of an ancient way of life, Shoso turns to the sartorial vocabulary of the past to lend authority to 
an unfamiliar present. Introducing the key figures of the Meiji leadership, the central 
composition of the Sugoroku Game Board presents the Westernized, modern soldier with the 
figure of Prince Arisugawa and Western carpet (Fig. 4). Yet, references to the Heian period 
permeate this announcement of the imperial victory. Blending Meiji military identity and Japan’s 
ancient, imperial past, Shoso promotes the solider as the ideal Japanese hero and claims the 
                                                          
33 Rhiannon Paget, partial translation of Satsuma Rebellion Game Board, 2016. Courtesy of Katherine Martin.   
34 Hachimaki is the white piece of cotton cloth tied around the foreheads of the samurai. While its original purpose 
was to secure the helmet and prevent sweat from dripping into the wearer’s eyes, it also carries association with hard 
work and courage.  
35 Foucault, Discipline and Punish: The Birth of the Prison, 196. 
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righteousness of the imperial victory in the Satsuma Rebellion. At face value, this definition of 
“modern Japan” likely held little appeal for the average player, given the civil discord of the 
Meiji restoration.36 By calling upon the spirit of nationalism through nostalgic allusion to Japan’s 
imperial past, Shoso’s composition lent greater authority to the Meiji agenda. 
From the lively combat of game play, Shoso’s composition draws the player into the 
glow of victory and imperial glory just beneath the agari. In contrast to the calculated chaos of 
Yoshitoshi’s rebel miniatures, Shoso’s window into the Meiji court is still with the solemnity of 
ceremony and imperial presence. Enclosed within a printed, sinophillic red and yellow frame, the 
composition presents key figures of the Meiji restoration in a three-tiered composition, drawing 
the eye into the depth of the scene, and ultimately, to the emperor himself. Ladies of the court 
descend the stairs to meet the kneeling Prince Arisugawa, the leader of the Imperial army, with 
sake from the emperor.37 On the middle level, cartouches identify Chancellor of the Realm Sanjo 
Sanetomi to the left and imperial advisor Iwakawa Tomomi to the right.38 Centered in the 
deepest plane of the composition, the Emperor Meiji sits upon the imperial platform. Distance 
and a sheer yellow curtain obscure his abbreviated figure. Chrysanthemums, the crest of the 
Imperial family, bloom on the heraldic curtains and identify the emperor as clearly as any 
cartouche.   
                                                          
36 For an in depth consideration of this transition in the capital see: Henry D. Smith II, “The Edo-Tokyo Transition: 
In Search of Common Ground,” in Japan in Transition : From Tokugawa to Meiji, ed. Marius Jansen and Gilbert 
Rozman (Princeton: Princeton University Press, 1986), 347-374. 
37 During the restoration, the Meiji government was careful to recognize all who helped stabilize its rule. The 
ceremonial “emperor’s cup” was a principle means of extending the imperial gratitude. This ceremony was depicted 
by many different artists in 1877. 
38 Scholten Japanese Art, “Tsukioka Yoshitoshi 1839-1892 | Satsuma Rebellion Picture Sugoroku Game Board.” 
ScholtenFineArt.com, Accessed October 11, 2017. 
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Shoso presents the Meiji idea of the hero – the soldier – literally front and center through 
the figure of Prince Arisugawa. The victorious military leader kneels upon a fashionable 
imported carpet that echoes the modernity of the vivid wool with his attire.39 Down to the pins 
that affix the soldier’s sole to the upper shoe, Shoso depicts the carpet and uniform in tactile 
detail. While Arisugawa’s hair is cropped in Meiji fashion, his left hand appears only roughly 
depicted, suggesting that the victor’s body is secondary to the costume he wears.  
While the arched-plume of the helmet recalls the uniform of the French military, the sash, 
epaulets, and oversized sword tassel evoke that of the Prussian military.40 This mismatch points 
not to the artist’s confusion, but to the Meiji sensitivity to the evolving nature of European 
martial power. Like the samurai who draw from the encroaching Meiji military, the Meiji soldier 
asserts his power through the sartorial language of the encroaching West.41 The 1869 selection of 
the French uniform was not arbitrary, but based on the preeminent reputation of the French army 
throughout Europe at this time. Following the Napoleon III’s loss in the Franco-Prussian war in 
1873, Japan turned to the nascent German Republic as a new model of military power.42 As 
Prince Arisugawa’s dons elements of both the French and the Prussian uniform, Shoso captures 
this transition of symbolic power in action, if still incomplete.  
 Though Shoso draws the player into the composition with a clear understanding of the 
Meiji aspirational hero – the uniformed military commander – as the eye traces deeper into the 
composition, the scene’s sartorial vocabulary shifts from that of Europe to that of medieval 
                                                          
39 Carpets were an import that became ubiquitous in spaces intended for imperial functions. Like wool uniforms or 
cloth umbrellas, wool carpeting spoke to Japanese modern identity in the eyes of the Meiji government.  
40 Slade, 54. 
41 Ibid. 
42 Ibid, 67. 
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Japan. Depicted at a distance, the figures of the Emperor, Chancellor Sanjo, and Iwakura lack the 
detail of Prince Arisugawa, but effectively evoke the Heian period through the stylized hats and 
obfuscation of the body beneath folds of lavish silk. Yet this image clashes with 
contemporaneous legislation. On November 12th, 1872, the emperor pronounced, “the national 
polity is indomitable, but manners and customs should be adaptable.”43 In an instant, traditional 
Japanese ceremonial clothing was replaced with Western-style clothing in the court.44 The 
Emperor Meiji cited Japan’s history of adaptation to justify this shift.45 Yet, in Shoso’s print, the 
Emperor and his advisors wear ancient Japanese garments so clearly denounced, openly defying 
the regulations imposed in 1872. 
As Slade emphasizes, this invocation of history and nationalism to justify the adoption of 
Western styles demonstrates the Meiji administration’s eager use of nostalgia to validate an 
imposed sartorial shift that was, in fact, not well received. By drawing from historical imperial 
iconography, Shoso situates an uncertain power – the recently reinstalled Meiji emperor – within 
an ancient and authoritative visual vocabulary. Through this allusion to the past, Shoso argues 
the established and authoritative power of the Imperial line to a skeptical Japanese public. 
Though Meiji rule began in 1868, national sentiment lagged behind governmental policy. The 
unequal treaties formed between Japan and countries such as the United States, France, and 
Britain in the 1850s sparked a distrust in the foreign. Thus, while Western styles dominated at 
court by the late 1870s, the majority of Japanese wore traditional styles in the home.46 Though 
                                                          
43 Ibid, 129. 
44 Ibid. 
45 Ibid, 55.  
46 Slade, 321. 
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Prince Arisugawa is unmistakably a soldier, Shoso fashions the court to evoke historical imperial 
rule of the past to validate current Meiji power. This evocation of historical imperial authority 
through such costuming was not restricted to prints alone. In early days of Meiji period, officials 
were expected to create visual continuity at the imperial court. This policy sparked a scramble to 
put on the costume of Heian-period imperial Japan.47 Uchida Kuichi’s portrait of Empress 
Haruko (c.1872) provides an iconic image of this real-life costuming – her body obscured 
beneath layers of silk, her hair stiffened (Fig. 5). Interestingly, this image of the empress became 
a sort of unofficial pair to Uchida’s portrait of the emperor in a Western-style uniform from the 
same year (Fig. 8). Though Uchida photographed the emperor in traditional Japanese garb, this 
photograph did not circulate as heavily as the uniformed photograph. In a way, the pair reflects 
the dual invocation of past and present in Shoso’s print: the empress grounds imperial identity in 
an unbroken history as the emperor speaks to aspirational identity shaped by a western imperial 
model. This real life allusion to a powerful past, parallels the self-aware sartorial borrowing in 
popular imagery.  
As the winner of the Satsuma Rebellion game board reaches agari, Shoso’s scene aligns 
the Meiji player with the soldier, justifying and glorifying his heroic service to the Meiji Empire 
through a reminder of Japan’s glorious, imperial past. The figure of Prince Arisugawa invites the 
player to don the decorated, military uniform, and to imagine him or herself as the recipient of 
honor from an ancient line of divine rule. As the Meiji soldier acts in the service of the Emperor, 
Shoso asserts the righteousness of the Satsuma Rebellion victory, the heroism of its soldiers, and 
the virtue of the Meiji agenda. 
                                                          
47 Marius B. Jansen, “Cultural Change in Nineteenth-Century Japan” in Challenging Past And Present: The 
Metamorphosis of Nineteenth-Century Japanese Art, (University of Hawaii Press, 2006), 40. 
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From Fabric to Flesh: Styling the Body 
In line with Wilson, Dorré argues that we must view “bodies not as natural, merely 
biological entities, but as formations that both fabricate and are fabricated by culture.”48 While 
fashion speaks to the fruits of fabrication, hair and posture reflect the reciprocal cultural 
fabrication of the body itself. As Yoshitoshi and Shoso each interweave sartorial vocabulary of 
past and present to argue their particular case, this temporal borrowing extends to the bodies that 
wear the garments. While most of the Satsuma rebels subtly assert their modernity, Yoshitoshi 
overtly cites modern military ideals in his portrait of the rebellion’s leader, Saigo Takamori (Fig. 
6, bottom right figure). A brass button stands out against his black uniform jacket as he rests his 
forearms on his crisp woolen trousers. He wears the hachimaki across his forehead, a symbol of 
courage, perseverance, and effort, but unlike his compatriots, his hair is roughly cropped. His 
posture is stiff and straight, sitting legs wide, significantly, on a stool. Though Saigo opposed the 
Meiji government in 1877, he did not oppose Japan’s modernization. In fact, he was a key figure 
in defeat of the Tokugawa Shogunate and served as a bureaucrat in the early years of the Meiji 
period.49 Pro-modernization and an early adopter of Western styles, he himself had worn a stiff, 
wool uniform in the battles of the Meiji Restoration.50 Yoshitoshi captures Saigo as a portrait of 
the modern samurai, an exemplar of adaptability argued not only through fashion but also 
through the fashioning of the body beneath.   
                                                          
48 Gina Marlene Dorré, “Horses And Corsets: Black Beauty, Dress Reform, And The Fashioning Of The Victorian 
Woman,” Victorian Literature and Culture 30, no. 1 (2002): 157–78, 166. 
49 Scholten Japanese Art. 
50 The Tokugawa line ruled Japan throughout the Edo period (1603-1868). For an excellent discussion of the early 
years of the Meiji Period see: Julia Meech, The World of the Meiji Print: Impressions of a New Civilization 
(Weatherhill, 1986). 
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During the Meiji period, the chair became associated with an evolved posture. Though 
Japanese generally sat in a kneeling posture, American and European commentators described 
deemed this posture unnatural and deforming.51 Though Japanese continued to sit on the floor in 
a home setting at this time, the stiff Western-style uniforms made such a posture uncomfortable 
at court.52 Yet, comfort posed less of a concern to Meiji officials than Japanese perception in the 
eyes of the Western Imperial powers. This anxiety hinged on the idea of “‘protection through 
mimicry’- which vouchsafed sartorial parity for the ruling elite in their encounters with the 
outside world.”53 Meech points to the editor’s comments from 19th century British magazine The 
Far East: “The introduction of chairs and tables, as a necessary adjunct of Japan home life, 
would doubtless in time alter the physique of the Japanese as a people.”54 The adoption of the 
chair into daily life reflected the imperial prerogative to modernize according to a Western 
model, aligning Japanese identity with a Western conception of “civilized” nation. As Yoshitoshi 
presents Takamori in this posture so associated with the Meiji performance of “civility,” the 
artist argues the continued relevance of the samurai in a changing world. 
  While the chair reshaped bodily comport, shifting hairstyles – both on the head and face 
– served as powerful sartorial symbols of adaptability, if simultaneously disenfranchisement. 
Like his uniform, Saigo’s goatee and mustache are western imports, alluding to his time spent as 
a bureaucrat and expressing his support for Western-influenced modernity.55 The hair on his 
                                                          
51 Meech, 257. 
52 Ibid. 
53 Cambridge, 173.  
54 Meech, 102.  
55 Slade, 122. 
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head holds even greater significance. Hair functioned as a performance of modernity in the male, 
military context.56 By the late 1870s, the cropped style worn by Saigo had become the standard 
for Japanese men.57 Known as the zangiri or sanpatsu, this close-cropped style was strikingly 
foreign to the 19th century audience. In the early years of the period, Meiji promoters tied the 
style not to the West, but “described it as a return to ancient Japanese practice rather than as the 
adoption of foreign style.” 58 As with the court styles discussed above, the allusion to the past 
was not more than a nostalgic performance overwriting another blow to samurai expression of 
social standing.  
Historically, samurai wore their long hair in a topknot. By the late 1870s, like hakama 
and kneeling, this long hairstyle became not merely unfashionable, but also suspect. Meech 
references a 19th century song: “If you tap a shaven and topknotted head you will hear the sound 
of retrogression…but if you tap a close cropped head of hair you will hear the sound of 
civilization and enlightenment.”59 In 1872, the emperor Meiji cut his own topknot – at a time 
when only ten percent of the country had done this – urging the nation to follow in suite.60 Once 
again, the Meiji government forced the symbolic destruction of another marker of samurai 
identity.61 With no topknot, Saigo embodies the samurai identity adapting, not breaking beneath 
government policy. Juxtaposing these modern qualities with vividly colored traditional weapons, 
                                                          
56 D. Howell, ‘The Girl with the Horse-Dun Hairdo’ in Looking Modern: East Asian Visual Cultures from Treaty 
Ports to World War II, Purtle & Thomsen (eds), (University of Chicago: 2009), 213. 
57Ibid, 203-219.  
58 Ibid, 203.  
59 Meech, 100. 
60 Ibid, 102. 
61 Derek Sanford Wolff, “Notes from the Periphery: Satsuma Identities in Early Modern and Modern Japan.” (Ph.D., 
The University of Chicago, 2003), 207, 215. 
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Yoshitoshi presents a portrait that, like Saigo himself, defies the binary of the feudal samurai and 
the modern soldier, thwarting relegation to the past.     
As Yoshitoshi reflects aspiration and adaptation, Shoso’s temporal creativity evokes 
nostalgia through the bodies of members of the court. With head bowed and knee bent, Prince 
Arisugawa’s figure reflects a clear program of modernization through the uniform and cropped 
hair, but the court he bows before conjures a Japan past beyond clothing alone. Shoso portrays 
the pair of court women in the layered red and white kimono and the trailing red hakama of their 
station. Rendered with delicate patterning and shimmering mica, their attire resounds with 
contemporaneous prints depicting the Emperor’s victory ceremony, such as Chikanobu’s 
Illustration of the Commanders who Pacified Western Japan (Fig. 7). As Meiji modernization 
did not extend to women’s fashion until the 1890s, this traditional clothing is not surprising, yet 
Shoso’s print diverges from Chikanobu’s above the neck. Chikanobu’s women wear their hair in 
a low pompadour in the front and loose in the back (a hybrid between the hairstyles of the Edo 
and Meiji periods that became popular at the end of the 19th century).62 In contrast, Shoso’s 
women wear Heian period (794-1185) styles: long hair fully loose and natural brows shaved and 
replaced with high-set hikimayu, or “moth eyebrows.” Not only was such style unfashionable for 
Meiji women, but also was explicitly banned by the Meiji government in 1870.63 It is surprising 
then, that both the women and the emperor himself wear hikimayu. 
In contrast to the rigid posture of Saigo Takamori, the Imperial advisors sit on the carpet. 
The emperor himself trades the velvet-upholstered armchair found in Chikanobu’s triptych for 
the floor atop the layered platform. This choice of seating deviates not only from Chikanobu’s 
                                                          
62 Slade, 116. 
63 Ibid. The empress stopped wearing them in 1873. 
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interpretation, but also from official images of the emperor circulating at this time. In 1873, 
Uchida Kuichi captured the first photograph of Emperor Meiji.64 (Fig. 8) The young ruler sits in 
an upholstered chair dressed in full French military uniform, his patent leather shoes shining 
against the wool carpet. Though Meech has pointed out that the emperor seems to slouch along 
the diagonal of the chair, like the choice of uniform and cropped hair, the chair speaks in the new 
language of power. Thus, it is striking that Shoso depicts the emperor seated on the ground, 
invoking an ancient, but familiar language of power.  
As samurai and soldiers clashed in the battles of the Satsuma Rebellion, the prints of 
Yoshitoshi and Shoso each argue for a specific conception of the Japanese hero through the 
fashioning of clothing, hair, and posture. Throughout the board, Yoshitoshi champions centuries 
of traditional martial identity as adaptive to the changing face of warfare through his depiction of 
samurai. Shoso turns to the imperial splendor of the Heian period to suggest to the authority of 
the Meiji emperor. Each artist crosses temporal lines to weave complex sartorial vocabularies 
that appeal to a particular audience: The average Japanese citizen. Though the placement of the 
agari defines success as Meiji victory, the interpretation of this victory remains up for 
discussion. Whether waiting for a turn, sizing up an opponent, or fantasizing about victory, the 
Meiji-period player encountered a battle for public opinion on the Satsuma Rebellion Game 
Board. 
Fashioning the Japanese Citizen  
 
While Yoshitoshi and Shoso’s game board engages the player at the level of the 
individuals of the rebellion, Kunisada’s War in the Western Nations pulls back the lens to view 
the battle of Shirakawa. As Japan fires upon itself, Kunisada’s War in the Western Nations 
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captures the collision of the Satsuma rebels and the Imperial Navy from afar. Enclosed within the 
ovular outline of a fan, Shirakawa Port extends from the right edge of the print. Thatched roofs 
nestle among hills that roll down to the water, while Kumamoto castle rises above the clouds.65 
As the land meets the sea, wooden fishing boats bob on the placid bay of the mid-ground and 
delicate sailboats disappear beyond a golden horizon. To the left, two dark hulls punctuate the 
foreground, juxtaposed against an enclave of abbreviated houses on a small island. A closer look 
to the right of the composition reveals a brigade of armed soldiers approaching the shore, the 
encircled cross of the Satsuma standard waving amidst the springtime blush of cherry blossoms. 
At sea, billowing grey and brown smoke erupts from artillery fire beneath the crisp red and white 
hi no maru of the Meiji Emperor. Though this print captures a moment of civil war, it reflects a 
newfound national empowerment in its discursive freedom and format as a fashionable object. 
Through the ornamentation of the body with images of Japan’s tumultuous transition from a 
feudal nation to a unified modern state, the carrier of War in the Western Nations gained political 
agency through public participation in national, political discourse on current events after 
centuries of exclusion. 
Object in Hand: Uchiwa 
Uchiwa-e made up a profitable segment of the woodblock print business, made through a 
process depicted in full in Hiroshige III’s Printing Tokyo Nishiki-e (Fig. 9), also from 1877. 
Printed in the standard oban size (10 x 15in), the image would be trimmed to the rounded outline 
of a paddle fan.66 As seen in the bottom right corner of Hiroshige’s image, this cut print was then 
                                                          
65 The assumed identity of castle reached based on temporal alignment of the military campaign and the precise 
printing of this fan print. This castle no longer exists today.   
66 Rupert Faulkner, Hiroshige Andō, and Victoria and Albert Museum, Hiroshige Fan Prints (England: V&A 
Publications, 2001), 20. 
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pasted to the bamboo skeleton of the fan, and displayed in a bright array of merchandise. While 
objects of fashion since the 17th century, fan prints were also functional, and thus enjoyed a 
seasonal popularity, peaking in early summer as the capital became hot and humid.67 The early 
April dating of this particular image suggests that the printer likely prepared War in the Western 
Nations ahead of peak uchiwa season, expecting its popularity.  
Since the dawn of the ukiyo-e, fan prints stood at the vanguard of popular culture, 
capturing Kabuki actors beauties, poetic allusions, and–with the loosening of travel restrictions 
in the 18th century – travel imagery.68 In 1877, ukiyo-e artists and customers turned their 
mercurial sensibilities away from the realms of pleasure and entertainment to that of national 
affairs. This popularity of the Satsuma Rebellion was great enough to draw Kunisada III, a 
member of the Utagawa School, away from his specialty of yakusha-e, or actor prints, to create 
the militaristic, vibrantly colored War in the Western Nations. This topic of civil war was 
innovative for the time. As proudly emblazoned in the round, monochrome cartouche in the 
bottom left of the print, the design at hand was approved on (roughly) April 4th of 1877.69 This 
precision of dating was a new practice and one that emphasized the contemporaneity of its 
contents. In the past, prints only included the month and year at most.70 
 The history of woodblock printmaking is riddled with restrictions. From the emergence 
of the ukiyo-e in the 17th century, woodblock print artists were forced to work around a barrage 
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of regular sumptuary edicts, content restrictions, and imprisonment of the medium’s most 
popular artists. By 1872, the censorship of the Edo period had largely passed.71 Though artistic 
expression was not entirely untethered at this time, the expiration of censorship laws freed 
current events from their usual obscuration in historical contexts.72 This opened up the 
possibility of imperial critique. War in the Western Nations presented not only a current event, 
but specifically one of civil unrest that was still unfolding. With its April printing and seasonal 
blooms, the image likely references the struggle for Kumamoto Castle that unfolded between 
March 8th and 19th.73  
Wearable Enchantment: Civil War as Ornament, Ornament as Agency 
While the adoption of Western styles or accessories was one means of expressing one’s 
modernity, outward engagement in current affairs offered another means of conspicuous 
participation in a changing Japan. In this new culture of overt political expression, woodblock 
prints “became especially effective vehicles of expression…when placed on the body.”74 While 
later Meiji images, as Meech explains, “exerted subtle pressure to conform [to the Meiji state] by 
reinforcing a common faith in change, progress, and the West,” images of the Satsuma Rebellion 
emerged at an inflection point in public opinion about the Meiji government.75  
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The physical affordances of the uchiwa – its ephemerality, portability, public nature – 
make it particularly effective at ornamenting the body in this public way. In terms of cost, 
uchiwa cost less than the price of lunch.76 With little monetary investment, fans such as War in 
the Western Nations offered a low-risk, low-cost investment towards making oneself “modern.” 
This affordable nature and ephemeral medium also imbued uchiwa with a level of disposability 
that lent itself to their interest in being current. New fans could be printed and sold with fresh 
newsworthy events.  
Carried in hand or tucked into clothing, fans were highly visible sartorial communication. 
Like the kimono, uchiwa offered “blank canvases to display statements about one’s…tastes, and 
beliefs” in a public manner.77 The images operated socially, sparking conversation, reflecting the 
contemporaneity of their carrier. These ornamental objects functioned as the “eloquent form of 
communication” that Coomaraswamay assigns to ornament in his 1939 essay of the same name: 
“whatever is in this sense ‘ornamented’ is thereby made the more in act, and more in being.” 78 
This process of becoming resounds particularly poignantly with Japan in 1877, as citizens 
actively engaged in the practice of becoming modern, becoming current, becoming part of a 
unified nation through their sartorial choices.79 The ability to choose a politically charged uchiwa 
reflects a newfound shift in discursive power of citizens in the early years of the Meiji period.80 
Through its public nature, use of the familiar aesthetic language, inherent discursive power, War 
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in the Western Nations fulfills “a number of social, aesthetic and psychological functions; indeed 
it knots them together, and can express all simultaneously.”81  
Whether used to catch fireflies or cool down in the hot summer months, the choice of 
War in the Western Nations from the colorful selection of uchiwa-e marked a new freedom of 
expression, an opportunity to engage publicly in a discussion about current politics that 
previously denied during the 250-year reign of the Tokugawa Shogunate. By engaging in this 
newfound political expression, the ornament also became an object of empowerment.82 This shift 
was no accident on the part of the Meiji state. In the first years after the Meiji Restoration, the 
emperor learned that in order to be a modern state, the existing ban on printed news of current 
events, politics, and images of the emperor himself had to be lifted.83 This decision opened the 
discourse of Japanese modernization to the nation ambivalent to the Meiji agenda, fostering a 
sense of unity across the distinct fiefdoms that now made up a unified Japan. By the 1890s, this 
attitude would change entirely. Later Meiji prints would come to help “promote the new imperial 
myth,” to foster a sense of fervent militarism and nationalism that would escalate from the Sino 
and Russo-Japanese wars through WWII, images of the Satsuma rebellion opened the question of 
a rapidly modernizing and militarizing Japan up for discussion, not indoctrination. 84 
Conclusion: Fashioning Modern Japan 
Though samurai and soldier clashed in prints of rebellion, printed images of the rebellion 
brought the print consumer into the sartorial conversation. In Kunisada’s War in the Western 
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Nations, the rebellion itself became the latest fashion – at once an announcement of modernity, 
novelty, and an expression of newfound political agency. As the Meiji government strived to 
shape Japan into a modern state based on the Western imperial model, the fashioning of the body 
offered citizens “possibilities for framing the self, at least momentarily.”85 Through Yoshitoshi 
and Shoso’s printed fashions in the Satsuma Rebellion Game Board, contrasting identities vie for 
the title of modern Japanese hero in the eyes of the player. Outside the realm of game play, 
Kunisada III’s War in the Western Nations imbued civil war with a fashionable function and 
unprecedented ubiquity in daily life. Whether rolling the dice on a winter night or fanning 
oneself in the summer heat, both prints invited their 19th century audience consider national 
military reform as well as define their own position in Japan’s modernization.   
Fashion functions as “one means whereby an always fragmentary self is glued together 
into the semblance of a unified identity.”86 In the case of the 1870s, this idea can be expanded 
beyond the individual to newly established modern state. While the prints of the Satsuma 
Rebellion present the art of sartorial collage in action, by the next decade, the Meiji government 
had embraced the woodblock medium as a means of directing fashions to adhere to Meiji ideals. 
Woodblock prints became “a means of popularizing the goals of a new regime anxious to 
solidify its power to inhibit dissent.”87 Though the Tokugawa Shogunate attempted to quell 
public dissent through suppression of political image, by the turn of the 20th century, the Meiji 
government had shaped public character through the proliferation of carefully directed imagery. 
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As popular prints brimming with Meiji ideology inundated homes, schools, and shops, the Meiji 
government solidified this “power to inhibit this dissent” through nation indoctrination.  
Aligning with Foucault’s The Subject and Power, the Meiji administration coopted the 
woodblock print medium to define the “‘conduct of conducts’ and a management of 
possibilities,” as the shogunate had during the Edo period.88 Through directive e-sugoroku and 
increasingly nationalistic imagery, Meiji officials sought to codify these conducts, to define the 
realm of possibilities for the face of a Modern Japan through a trusted medium.89 With this 
increasing definition of the “modern” body and behavior, the Meiji conception of a modern 
Japan closely tracks with Foucault’s definition of the “modern state – “a very sophisticated 
structure in which individuals can be integrated, under on condition: that this individuality would 
be shaped in a new form, and submitted to a set of very specific patterns.”90 As the prints of the 
Satsuma Rebellion engaged in public, political events, they allowed the consumer to determine 
their own modern identity. By the 1890s, the patterns of the modern hero, modern citizen, and 
Meiji ideology were woven in cloth, etched in metal, and cut from wood. 
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CHAPTER 3: TECHNOLOGIES OF TRANSITION 
 
As the styling of the body allowed multiple visions of Japan’s modern future to emerge 
simultaneously, the weaponry used to fight for these identities – on Kagoshima’s beaches or in 
print – constitutes a second category of things that vied for public opinion in the 1870s. 
Embodied through muskets and cannons, gas-lit chandeliers, and steamships, the once novel 
technologies imported at Yokohama had shed their foreign associations and intertwined with the 
Meiji-brand of modernization. By the 1890s, these technologies would became fully 
domesticated and ultimately, inextricable from modern Japan. Kunisada III’s War in the Western 
Nations and Yoshitoshi and Shoso’s Satsuma Rebellion e-Sugoroku Game Board provide a 
window into this process of integration. 
Both prints envision the centrality of technology in the definition of modern Japan. In the 
game board, Yoshitoshi integrates traditionally Japanese weapons with imported firearms in his 
rebel portraits, while Shoso considers technology through its conspicuous absence. In War in the 
Western Nations, Kunisada III embraces the ship as a metaphor for military might. In both 
works, the importance of technology extends beyond subject matter to their material 
composition. The incorporation of aniline dyes in the 1870s speaks to a simultaneous technical 
shift in printmaking, as indicative of Japan’s growing cosmopolitanism as the military ideology 
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Technologies of War 
 
Bullets and Blades   
In March of 1876, the Haito Rei edict restricted the carrying of swords to the police and 
military.91 Akin to the symbolic cutting of the topknot and democratization of samurai clothing, 
this decree denied this once aristocratic class a critical point of distinction and sense of honor. 92 
Considered the “spirit of the samurai” in the warrior tradition, the sword “conveyed more 
meaning, and more prestige” than any other treasures.93 As the enduring peace of the Edo period 
left little need to battle, the sword became a symbolic signifier of class identity and legacy.94 
Through the Haito Rei edict, the Meiji government stripped these traditional, culturally charged 
weapons of their former glory, diminishing them to archaic – if beautiful – remnants of an 
outdated way of life. In the Satsuma Rebellion Game Board, Yoshitoshi’s detailed renderings of 
samurai weaponry restore the power stripped by the Satsuma defeat and wider Meiji policy, if 
only for the span of gameplay. As he entwines traditional weapons with imported firearms in his 
rebel portraits Yoshitoshi projects a samurai relevant to modern life and martial combat, despite 
their September defeat on the battlefield. 
Though many historical accounts of the Satsuma Rebellion describe the rebels heading 
into battle “outfitted like sixteenth century warriors,” Jaundrill asserts that this was not the 
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case.95 Nearly every rebel entered battle with a firearm– at least in the early months of the 
conflict.96 Between January 29th through 31st of 1877, samurai looted a Kagoshima-based 
government armory. They broke into the powder magazine and shipyard amassing a store of 
weaponry just before the outbreak of the rebellion.97 Yoshitoshi depicts imported powder-
powered weapons, perhaps seized in the January looting, in four game spaces. In space 3C, 
Kirino Toshiaki holds a flag overhead, ready to fire the cannon that disappears beyond the 
margin.98 Three separate rebels wield rifles rather than swords in three spaces: Nakajima 
Takehiko cradles the muzzle of his rifle his glances around a screen (space 2C), Beppu Kuro 
squares the firearm against an unseen target (space 3A), and Deshi Maruosuke aims from the 
cover of pines (space 4E). Each rebel is confident with his weapon, exuding the martial expertise 
associated with his class.  
From the moment of their arrival in 1543, guns became integral tools in samurai 
warfare.99 In the Boshin War, waged just nine years before the Satsuma Rebellion, the last of the 
bafuku clashed with imperial forces almost entirely through firearms.100 Thus, Yoshitoshi’s 
depiction of these weapons speaks to a long-standing samurai adaptation to modern warfare, but 
their use in tandem with traditional swords and halberds suggests the continued relevance of the 
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samurai warrior to modern warfare. This simultaneous representation of firearms with distinctly 
samurai weaponry represents a view of modern martial identity based on continuation of samurai 
tradition combined with a sensitivity to the technological evolution to warfare. This hybrid 
nature is to true to history, if deviant from popular narrative. 
In 1877, the American Captain John Capen Hubbard navigated the Mitsubishi 
Company’s steam ships to Kyushu to deliver troops and artillery in the midst of the Satsuma 
Rebellion.101 His letters home provide a firsthand account of battle conditions toward the end of 
the war. From a letter dated August 22, 1877:  
“…we were shown a large quantity of arms that had been captured the day before [by the 
Meiji soldiers]. There were old Springfield muskets, Spencer and Remington rifles, but 
among the most numerous of the firearms were the old-fashioned matchlocks. The 
swords were in a pile at least ten feet off of the ground and were of all sizes and lengths, 
and appeared to have had rough some very rough usage.”102  
 
With the end of the rebellion less than a month away, Hubbard conveys the dire condition of the 
rebels’ armory but also provides a portrait of the blended nature of warfare conducted by the 
rebels. In the early battles of the rebellion, all of the rebels carried firearms. These rifles were 
slow and inefficient due to their outdated, muzzle-loading design, but soon became completely 
useless when the rebels’ limited supply of ammunition ran dry.103 According to Jaundrill, the 
Meiji army had seven times the amount of ammunition as the rebels.104 Without ammunition, the 
rebels found themselves limited to traditional weapons and hand-to-hand combat fighting against 
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ship cannons and rifles.105 It is this dichotomy of the “outdated’ samurai and the technologically 
advanced soldier that became popular myth.  
Yoshitoshi’s depiction of imported firearms reflects the historical reality, but his 
depiction of traditional samurai weapons enters the realm of veneration, as evident in his portrait 
of Saigo Takamori (Fig. 6 – bottom right). Amidst his cropped hair and stiff posture, traditional 
Japanese weapons stand out in bold color and delicate detail against the monochrome of his 
uniform. In Saigo’s left hand, brilliant cords of violet silk hang from crimson sword sheath, the 
handle a striking green against the cream tone of the paper. From his waist, the handle of a 
smaller blade brakes the monochrome. Yoshitoshi lavishes Saigo’s traditional samurai weapons 
with the same meticulous detail devoted to the traditional clothing throughout the board.106  
As Ing states in Beauty and Violence, “[Yoshitoshi] would not allow his contemporaries 
to forget what they were losing when they turned their backs on their traditions.”107 The 
systematic stripping of samurai markers of class distinction was visible not only in bodily 
comport and military outcomes, but also publicly professed as the Meiji period progressed. In 
Fukuzawa Yukichi’s 1895 speech The Modernization of Japan, the famous orator proclaimed: 
“Bows and arrows are useless…break them and burn them as firewood…these gorgeous 
Hiodoshi suits of armor might just as well be used as ornaments for display; those precious 
helmets…should be turned into flower vases.”108 While Fukuzawa would not give this speech for 
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nearly 20 years, the Satsuma Rebellion marked a symbolic victory used to relegate samurai and 
their weapons to Japan’s past. In fact, the Emperor Meiji declared sword making an art, 
promoting expert swordsmiths Gassan Sadakzu and Miyomoto Kaenori to the role of Teishitsu 
Gigie-In, or “Imperial Artist.” 109  In his lavish use of detail in the miniature portraits of the 
Satsuma Rebellion Game Board, Yoshitoshi expresses the enduring power – perhaps more 
symbolic than martial – of these weapons. Yoshitoshi weaves together familiar and imported 
weaponry to cast the Satsuma rebels as not only adaptable, but also grounded in an honorable 
martial tradition. In the center of the game board, Shoso trades technology for nostalgia.  
A Conspicuous Absence: Lost Illumination 
Yoshitoshi’s affectionate rendering of weaponry is noteworthy in the game spaces, but it 
is the absence of technology that warrants mention in Shoso’s central panel. When considering 
the Satsuma Rebellion Game Board alone, this absence is insignificant. The lacuna becomes 
obvious through a comparison to Shoso’s triptych Army and Navy Officers Having an Audience 
with the Emperor (Fig. 10). Published two months before the Satsuma Rebellion Game Board, 
the patterned frame, moment depicted, cast of characters, and general composition of the design 
all resound with agari scene in the Ackland’s sugoroku. Yet, in between the deep red tassels of 
the sugoroku composition, the gas lamp chandelier is notably absent. Chandeliers such as that 
hanging in the center of the Army and Navy Officers triptych offered a conspicuous expression of 
one’s ability to adapt to the latest trends. Like the adoption of cropped hairstyles and woolen 
garments, the chandelier fashioned a room as a military uniform fashioned a body. Like wall-to-
wall wool carpets and Western-style furniture, the gas-powered chandelier belonged to the 
practice of “Rokumeikan Diplomacy:” a conscious adoption of Western-style interior design for 
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government spaces. But beyond its diplomatic and fashionable function, the gas-powered light 
glowing within the glass curves of the chandelier changed the experience of night in Meiji-period 
Japan.  
The integration of gas light into urban life and industry illuminated the night like never 
before.110 Though gas had been harnessed as a light source in Kagoshima as early as 1857, this 
technology did not reach the capital until 1874.111 In 1872, Kaemon Takashima consulted with 
French engineer Henri Pelegrin to erect the first street lights in Yokohama.112 By 1874, gas-lit 
illumination reached Tokyo, lighting the Ginza with eight-five gas street lamps.113 Before the 
arrival of gaslight, Japanese citizens turned to oil lamps and candles to generate light, each of 
which provided a limited radius of light.114 Gas power changed Japanese nightlife both indoors 
and out: businesses could stay open later and theater productions could carry on later into the 
evening.115 Thus, while Shoso’s depiction of the chandelier in his triptych speaks to technology 
and societal change, its absence in the Satsuma Rebellion Game Board speaks to a different goal. 
As Shoso draws upon a sartorial vocabulary associated with a nostalgic, Heian-period imperial 
past, the omission of the chandelier – a conspicuous prop of technological modernity ever-
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present in Meiji-period depictions of imperial spaces – further reinforces the historicized tone of 
the composition.116 
A Maritime Metaphor: Naval Power and Military Might 
In his autobiography, Fukuzawa writes: “I am willing to admit my pride in Japan’s 
accomplishments…about seven years after the first sight of a steam ship, after only about five 
years of practice, the Japanese people made a trans-Pacific crossing without help from foreign 
experts.”117 Fukuzawa’s overflowing admiration for Japan’s naval progress in the late 19th 
century mirrors the significance of naval power in the eyes of the Meiji government. 
Unfortunately, the success of the trans-pacific voyage did not reflect the military capacity of the 
imperial navy that, as Meech describes, was still “weak and heavily dependent on foreign 
technological advice and equipment.”118 Even so, during the Satsuma Rebellion, the ship became 
a significant symbol of military superiority over the Satsuma rebels.  
In Kunisada III’s War in the Western Nations (Fig. 3), the black hulls of imperial 
steamships punctuate the cheery color scheme of scene. The Japanese sailboats and docked 
fishing boats in the mid and background appear delicate beside the expansive body and towering 
sails of the steamships. As the rebel infantry fire cannons from shore, the dense clouds of smoke 
that bloom from the ships reduce the efforts of the rebel cannons to diminutive puffs. This 
depiction of imperial ships marks a point of transition from the foreign ships of Yokohama-e to 
the glorified imperial vessels of senso-e. Within the outline of a fan, the ships function as objects 
of technological innovation, asserting the righteousness of Meiji modernity based on the Western 
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imperial model, but also offer a glimpse into the nascent interlocking of Meiji “military might” 
with maritime vessels.   
Printed three years prior to the outbreak of the Satsuma Rebellion, Hiroshige III’s Picture 
of a Steam Locomotive along the Yokohama Waterfront (c.1874) (Fig. 11), presents the dark-
hulled steamship as a foreign object. Printed in response to the opening of Japan’s first railroad, 
connecting the booming port of Yokohama and Tokyo, the train marked the height of novelty in 
the early 1870s.119 Yet, the steam engine is not the technology of interest. Looking beyond the 
technology-du-jour puffing thick, opaque smoke along the shoreline to the boat-filled bay in the 
background, Hiroshige III’s print provides a juxtaposition parallel to that in Kunisada III’s War 
in the Western Nations. As flags of foreign nations flutter above Western warships in Hiroshige 
III’s triptych, their dark hulls recede into the striking red of the horizon. Dwarfed by these 
Western warships, traditional Japanese junks, sailboats, and fishing boats rest upon the bay. 
Smaller than their Western counterparts, they float defiantly separate from the steamships 
looming in the harbor. In Kunisada III’s fan, the steamships continue to function as an emblem 
of distinction but the frame of reference has shifted, inverting the “black ships” of foreign 
encroachment to the dark hulls of domestic control.120 Rather than provide a point of contrast 
between foreign and Japanese ships, Kunisada III’s steamships enforce the distinction between 
Meiji modernity and a feudal past.  
As Kunisada III’s ships transpose the distinction of foreign and Japanese characteristic to 
Yokohama-e to that of Meiji future and feudal past, they simultaneously foretell the adoption of 
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maritime technology as a metaphor for Japanese military might in senso-e. The same intricate 
detail of Yoshitoshi’s samurai clothing and weaponry in the Satsuma Rebellion Game Board can 
be found in the depiction of ships during the Sino-Japanese and Russo-Japanese Wars. In Adachi 
Ginko’s Attack on Jinzhou Fortress (1894) (Fig. 12), technologically advanced warships replace 
the wooden fishing boats present in Hiroshige III and Kunisada III’s harbors. Clouds of 
billowing smoke rise from the cannons and smokestacks, proclaiming artillery fire and steam 
power, casting the naval ship as technological marvel. Illuminated by fire ravaging the shore, 
chains cast shadows against the hull, the flag flutters with tangible movement in the wind, and 
the firelight catches on the gentle crests of the sea. While this increase in detail was influenced 
by increasing competition between photography, lithography and woodblock prints, senso-e 
triptychs such as Ginko’s Attack on Jinzhou Fortress forefront the ship as symbol of Japanese 
military strength.121 As Ginko reduces figures to shadows, the ship becomes a surrogate for 
modern Japan – in some cases, rather literally.  
In the series One Hundred Choices, One Hundred Laughs (1895-1896, 1904-1905), the 
artist Kobayashi Kiyochika (1847-1915) took this maritime detail to excess, representing Japan 
and its enemies as literal ships.122 Started during the Sino-Japanese war and revived during the 
Russo-Japanese war, this series espoused biting, often racist, depictions of the enemy. As 
satirical text by Nishimori Takeki narrates the scene, Kiyochika’s design adopts the style of 
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Victorian political cartoons.123 In a caricature of the Chinese (Fig. 13), Kiyochika portrays the 
Japanese “cat”—a technologically advanced, white metal ship— chasing the black wooden hulls 
of the Chinese “rats” into a bag.124 The story describes the foolishness of the rats, running 
conveniently into the bag to be eaten by the Japanese cat in hot pursuit. In a One Hundred 
Choices print of the Russian navy (Fig. 14), once again, Kiyochika reduces the enemy nation to 
ships, construed as a series of old blind men, enfeebled as they make their way through the sea. 
Though the ships are thoroughly modern warships, they are described as incapable 
manifestations the of the Russian Tzar’s waning control.  
 While far from Kiyochika’s nationalist, maritime caricatures, War in the Western Nations 
foretells the intertwining of military power and naval prowess captured in these satirical prints. 
Kunisada III’s dark ships float between the intrigue of import and exaltation of naval power that 
became a metaphor of Meiji military might by the 1890s. Though the ships menace the shoreline, 
Kunisada III captures the moment before devastation. Unlike the Chinese soldiers in Ginko’s 
Attack on Jinzhou Fortress, the Satsuma rebels in Kunisada III’s War in the Western Nations still 
stand a chance.  
Technologies of Color 
 
War in the Western Nations presents a negotiation of modern identity in its content and 
its freedom to address its topic, but also in its color. As new technology entered the home and 
outfitted armies, the pigments that captured these changes reflected Japan’s growing 
                                                          
123 Sarah Elizabeth Thompson and Harry D. Harootunian, Undercurrents in the Floating World: Censorship and 
Japanese Prints (New York: Asia Society Galleries, 1991), 91. Satirical text written under the pseudonym Koppi 
Dojin. 
124 “Bag” is slang/homophone for being trapped or cornered with no good choices. Thus, Kiyochika presents a literal 
bag to represent the Chinese position in the Sino-Japanese war.  
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internationalism. Even before one could discern the image printed on the fan, the viewer would 
notice its startling use of red: from the bokashi pulled from the top edge of the fan, to the cherry 
blossoms, and the abstracted cloud form cutting through the hills. As the player unfolded the 
panels of the Satsuma Rebellion Game Board, he or she would be struck by the rich purple 
framing of the rebels. To the original audience of these two prints, these shades were as 
contemporary as their content. The use of aniline red and purple speaks to technological 
innovation, foreign trade, and Japan’s entrance onto the international stage. 
From the birth of color printing in the 18th century, woodblock printmaking depended on 
natural dyes, generally derived from flowers, plants, and minerals. When Prussian Blue arrived 
in Japan 1820s through the Dutch at Deijima, it was the new, the source of wonder, engendering 
a whole genre of aizuri-e, or ‘blue pictures,” rendered entirely in this exciting import. As 
opposed to the fugitive dayflower and indigo dyes, Prussian blue allowed artists to print a wide 
range of shades with high saturation and resistance to fading. As China began to offer the shade 
in 1829, the dye became even more cost efficient.125 The popularity of this pigment sparked 
some of today’s most recognized woodblock prints – from Hokusai’s Great Wave of Kanagawa 
(1830) and Hiroshige’s Naruta Whirlpools, Awa Province (1855).  
In the 19th century, the Prussian Blue transformed from a curiosity from afar to a 
hallmark of Japanese printmaking. This aniline pigment creates a sense of depth beneath the 
imperial ships in Kunisada III’s fan print. In the context of War in the Western Nations, the color 
no longer reads as an import, but as a defining characteristic of 19th century woodblock 
printmaking. In the 1870s, another color revolution unfolded in purple and red. Ironically, 
                                                          
125 Anna Cesaratto et al., “A Timeline for the Introduction of Synthetic Dyestuffs in Japan during the Late Edo and 
Meiji Periods,” Heritage Science 6, no. 1 (April 3, 2018), 10. 
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though the landscape series of Hokusai and Hiroshige received praise as the “golden age of 
ukiyo-e”, aniline red and purple are cited as evidence for the “decay of Woodblock printing.”  
The color purple made its first chemical appearance in Japan through a pigment sold 
under the name Rosaline. Patented in France in 1859, Rosaline, better known as fuchsine or 
magenta, entered Yokohama through traders in 1865.126 Printed alone, magenta provided a rich 
pink ideal for cherry blossoms, but when combined with blue, it created a vivid purple. Prior to 
1865, printers could only achieve the color purple through the “combination of safflower red 
with either dayflower blue…or occasionally indigo, and in rare cases, Prussian blue.”127 
Unfortunately, the fugitive plant-based pigments faded quickly and allowed little tonal 
control.128 In contrast, the combination of Prussian Blue with rosy magenta provided a vivid, 
durable color.129  
Ten years following the introduction of magenta, Methyl Violet lent the color purple its 
ubiquity in the Meiji period. Imported from France, Methyl Violet provided rich purple hue 
without mixing colors, reducing the cost of printing purple.130 This innovation was particularly 
useful since purple was the color of the imperial household. Though differences between these 
chemical dyes are indistinguishable to the eye, the lower cost and decreased labor requirement of 
Methyl Violet sparked the wild spread of purple throughout woodblock prints.131 This shade 
                                                          
126 Ibid. 
127 Ibid, 7. 
128 The term “fugitive color” refers to shades that are highly light sensitive, and thus fade quickly when exposed to 
light.  
129 Ibid, 5. 
130 Ibid, 10. 
131 Ibid, 6.  
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creates the borders separating Yoshitoshi’s rebels in the Satsuma Rebellion Game Board. As a 
low-cost item intended for interaction, a sugoroku board would not receive lavish printing 
techniques. Such liberal use of the color speaks to its popularity, but also to its relative 
affordability.  
Two years after the arrival of Methyl Violet, Eosin red swept the woodblock industry. 
Derived from tar in England in 1871, Eosin marked the second modern evolution of red in 
Japanese printmaking. In 1869, the use of cochineal carmine eclipsed the popularity of 
traditional safflower dye, a shift that both increased the intensity and relieved the cost of red. 
When Eosin entered the market as the newest development in color technology in 1877, it further 
heightened the intensity of the printed color.132 Printed on its own, Eosin produced the hot pink 
commonly found in Meiji-era prints, but when used in conjunction with insect-based cochineal, 
this chemical dye achieved the vibrant shade of red found in Kunisada III’s fan. Such intensity of 
color would likely be eye-catching, whether fluttering in action or tucked into an obi.133 The 
same shade can be found in Shoso’s frame and scattered throughout the textiles of Yoshitoshi’s 
rebels. 
Both Methyl-Violet and Eosin reduced the quantity of dye and extent of labor required to 
use achieve purple and red. 134 Before the arrival of these dyes, printers would need to print 
many layers to achieve desired saturation. While material and labor cost restricted the use of 
                                                          
132 Ibid. 
133 The existing value system for Japanese woodblock prints in Western Art History is based on 19th century authors 
who associated the bright aniline dyes of the Meiji period with the “decay” of woodblock printmaking, dismissing 
prints from this area as unworthy of serious art historical inquiry. For more on this topic, see: Amy Newland, The 
Hotei Encyclopedia of Japanese Woodblock Prints (Amsterdam: Hotei Publishing, 2005). 
134Cesaratto, 10. 
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these colors to luxury printings in the past,135 the affordability and ease of aniline dyes allowed 
invited a proliferation of these colors.136 Imported from abroad and adapted to the woodblock 
medium, these dyes, like other imported technologies, marked another expression of Meiji 
modernization: an expanded tonal vocabulary for the modern era. While this was not the first 
expansion, it continues to be a widely disparaged evolution in scholarship on woodblock 
prints.137 
Conclusion 
Military technology serves as prop in Yoshitoshi, Shoso, and Kunisada III’s respective 
arguments of adaptability, relevance, distinction, and domination. Yet, through technologies of 
color, this modernization goes beyond overt arguments to the dyes in which these arguments 
play out. Thus, whether the consumer interacted with the subject matter of these prints or not, the 
colors alone drew them into the technology of transition, whether through a flicker of red seen in 
motion as another fanned themself in the while walking down the street, or the display of the 
purple-trimmed sugoroku board at a print shop. 
As Meech explains, “the essential strength of Japanese culture has always been its 
willingness to accept exotic new customs in the absolute certainty that the core, untouchable 
‘Japaneseness,’ will still be there, not seriously threatened by a superficial overlay of eclectic 
                                                          
135 Hotei, 346. It is important to note that prints colored solely with red, known as aka-e, were popularized in ukiyo-
e before the introduction of eosin. They often portrayed mythological figure Shoki the Demon Queller and were 
believed to have talismanic power to protect the owner from smallpox.  
136 Cesaratto, 10. 
137 Ernest Fenollosa, Epochs of Chinese and Japanese Art: An Outline History of East Asiatic Design (Berkeley, 
United States: Stone Bridge Press, 2009), 616-617. Fenollosa does not mince words in his discussion of late 19th 
century color in Epochs of Chinese and Japanese Art: “Doubtless there was a second Hiroshige, but his works 
comprise only a few and very bad ones done about 1860, when all colour printing was ‘going to the dogs.’”  
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imports.”138 Though both Kunisada III’s fan and Yoshitoshi and Shoso’s game board speak to a 
national negotiation of modern identity, they also reveal this process of the domestication of 
foreign things. Amidst War in the Western Nations’ dark hulls, opaque smoke, and Eosin dye of 
transition, the line of Prussian blue dye that ties the ships to shore foreshadows the full-blown 
incorporation of imported technology into Japanese art and identity seen in senso-e. From awe to 
ubiquity, the domestication of Prussian Blue mirrors not only that of other dyes and technologies, 
but also the growing ubiquity of war in daily life. Through images of the Satsuma Rebellion, 
current events became vogue, they marked engagement in a newfound freedom of expression 
and growing visual conversation on Japan’s modernization. By the Sino-Japanese War in 1894, 
this public conservation escalated, from images of negotiation within Japanese identity to 
nationalistic scenes of violence as Japan exported its “enlightenment” to China.  
                                                          
138 Meech, 232. 
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CHAPTER 4: SETTING THE STAGE 
 
Though chapters two and three consider the use of props – both sartorial and 
technological – to negotiate a particular vision of Japanese modernity, this chapter considers how 
each artist rendered these props. The Meiji period push towards modernity changed both daily 
life and its printed reflections. During the Edo period, the woodblock print’s popularity matched 
its practicality. The woodblock print went unchallenged as Japan’s most efficient reproducible 
medium until the introduction and growing popularity of lithography and photography in the late 
19th century.139 With the import of foreign magazines and the emergence of nascent Japanese 
newspapers, the influx of new media fueled a desire for detail and veracity that sparked a shift in 
the pictorial language of woodblock printmaking.140 In fact, many of the leading woodblock 
print artists worked as illustrators in the growing world of journalism. Yet, even as photography 
studios opened in major cities before the late 1860s, the woodblock print remained a familiar and 
adaptable source of current events – from fashion and theater to civil war and the imperial 
family. 
Pulling the lens back from the minutia of silk cords and wooden hulls, one can parse 
distinct pictorial languages at work in Satsuma Rebellion e-Sugoroku Game Board and War in 
                                                          
139 Lawrence Smith, “Japanese Prints 1868-2008.” In Since Meiji : Perspectives on the Japanese Visual Arts, 1868-
2000, ed. J. Thomas Rimer, 361–407 (Honolulu: University of Hawaiʻi Press, 2012), 365. Etching had been known 
in Japan since the 8th century, it was mostly used for novelty. 
140 Ibid, 365.  
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the Western Nations. Enclosed within a printed frame, Shoso’s central panel of Satsuma 
Rebellion e-Sugoroku Game Board (Fig. 2) presents the reception of Prince Arisugawa with 
single-point perspective and volumetric shading. Outside this central image, Yoshitoshi trades 
Shoso’s depth for the characteristic flat composition and interwoven text of musha-e specifically, 
and ukiyo-e in general.141 At the hand of Kunisada III, the violence of War in the Western 
Nations (Fig. 3) becomes secondary to the landscape in which it unfolds. The fan breaks from 
other renditions of the battle to draw from the aesthetic vocabulary of meisho-e. As the props 
worn and wielded draw upon national aspiration and nostalgia to present competing visions of 
Japanese modern identity, the pictorial language through which each artist depicts these objects 
reflects a parallel negotiation in the wider realm of reproducible media. As Shoso looks out to 
the growing vogue of photography and lithography, Yoshitoshi and Kunisada III look in, 
drawing upon the aesthetic vocabulary of ukiyo-e. Together, these works capture a critical 
moment of unity before the bifurcation of the woodblock medium.  
Looking Out 
 
While the use of single-point perspective in woodblock printmaking dates back to the 17th 
century, artists rarely integrated one-point perspective until the mid-19th century, Throughout 
Edo-period, uki-e, or “floating pictures,” played with linear perspective, but these prints used the 
technique to entertain, not to achieve visual veracity. With the emergence of Yokohama-e, also 
known as yokohama shashin, artists turned to imported pictorial techniques such as single-point 
perspective and volumetric shading to enhance the exotic nature of their subject matter.142 
                                                          
141 The term musha-e or “warrior pictures,” refers to the genre of woodblock prints that centers on historical warriors 
and legendary battles. 
142 Smith, Since Meiji, 364. 
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Though in modern Japanese shashin means “photograph,” in the mid-19th-century Japan, this 
term meant “true likeness.” As few artists had actually been to Yokohama, images of foreigners 
and their homelands drew directly from American and European lithographic sources.143 From 
costumes to architecture, at times artists blatantly transposed lithographic images into woodblock 
print compositions.144 Occasionally, these works included printed frames around the border of 
the image and a coat of wax to emulate the shiny surface of a photograph.145An example can be 
found in Ochiai Yoshiiku’s A Great Elephant (1861) from the series Camera Views (Fig. 15). 
The printed frame appears to cast a dark blue shadow at the top of the printed frame, while the 
enclosed scene features figures seemingly copied from European source lithographs. In the 
fabrics, grass, and elephant the harsh black shading suggests the inspiration of volumetric 
shading. By 1895, this mimicry of the photographic plane once tied to the exoticism of 
foreigners shifted to represent Japanese modernity in senso-e.146 Shoso’s central print from the 
Satsuma Rebellion Game Board (Fig. 4) sits center of this transition with its printed frame and 
emulation of the photographic field.  
Though Shoso’s use of props tip the composition towards indulgence in imperial 
nostalgia and Heian period aesthetics, he stages the scene through an imported perspective. The 
kneeling Prince Arisugawa leads the viewer into an illusory space. From the handrails of the 
staircase and the angle of the imperial platform, to the series of curtains and crimson tassels, the 
                                                          
143 Julia Meech, The World of the Meiji Print: Impressions of a New Civilization (Weatherhill, 1986), 19. 
144 Many examples of this transposition can be found throughout Yokohama-e. For more information see: Ann 
Yonemura, Yokohama: Prints from Nineteenth-Century Japan (Washington D.C.: Smithsonian Institution Press, 
1990). 
145 Meech, 20.  
146 Enlightenment in the sense of the Meiji motto of “civilization and enlightenment” (bunmei kaika).  
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lines of the composition guide the eye to a vague vanishing point above the emperor. As a yellow 
and red frame delineates the scene, the purple and white curtain seems to hang from top edge, 
raised over the scene like the curtain above a stage. The fabric bunches and wrinkles, made 
tangible through the delicate grey shadows. As Shoso’s use of perspective lends depth to the 
scene, his use of volumetric shading imparts a sense of solidity to the props, figures, and 
structures of the scene. As opposed to Yoshitoshi’s stylized blue shading on the steps beneath 
Yamauchi Hanzaemon (space 4F), Shoso renders a more naturalistic dark brown shadow on the 
wooden staircase. This use of soft shadow extends to the hat of Chancellor of the Realm Sanjo 
Sanetomi and the sleeves and hakama of the court women, lending a solidity to the figures.147  
The printed frame surrounding the image recalls yokohama shashin, but the adoption of 
linear perspective and volumetric shading foreshadows an increasing desire for pictorial veracity 
– a desire fully embraced by senso-e in 1894. As clothing and technology transformed from an 
identification of the foreign to a codification of modern Meiji identity, the incorporation of 
Western pictorial language shaped how Japanese citizens saw themselves reflected in media. 
Shoso’s design from the Satsuma Rebellion Game Board presents an early moment in this shift. 
As Shoso uses the woodblock medium to portray this scene of imperial service and splendor, the 
incorporation of these Western-style pictorial techniques creates a modern stage on which to set 
his nostalgic performance of the Heian period court. Looking beyond the printed frame, Shoso’s 
subtle sense of three-dimensional fabrics and figures marks a stark departure from the flat 
compositions of Yoshitoshi’s ukiyo-e style warriors.  
 
                                                          
147 Scholten Japanese Art, “Tsukioka Yoshitoshi 1839-1892 | Satsuma Rebellion Picture Sugoroku Game Board.” 
ScholtenFineArt.com, Accessed October 11, 2017. 
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Looking In 
 
Echoing Musha-e: The Warrior Endures 
As Shoso incorporates shading and linear perspective to lend an overarching modernity to 
its ample historical citation, Yoshitoshi draws on the pictorial conventions of musha-e, or 
“warrior prints” to cast rebels as not only adaptable warriors, but also heroic figures.148 Like 
many genres of ukiyo-e, musha-e straddle fact and fiction, combining elements of myth, theater, 
literature, and contemporary culture into their depiction of Japan’s heroes. When the genre first 
emerged in the 1640s, artists focused on the warriors of Japanese epics such as Tale of Heike 
(Heike Monogatari) and The Rise and Fall of the Genji and Heike (Genpei Sesuki).149 
Throughout the 17th and 18th century, artists captured the legendary heroes in action, immersed in 
raging battles. In 1827, Utagawa Kuniyoshi radically changed the appearance and scope of the 
genre with the release of the series One Hundred and Eight Heroes of the Water Margin.150 
Introducing fresh subject matter and unconventional heroes, his novel take on the genre sparked 
an unprecedented vogue for musha-e that swelled through the first half of the 19th century. As 
student of Kuniyoshi, Yoshitoshi became a master of the historical and legendary, building a 
reputation matched only by his teacher.    
Looking to Yoshitoshi’s portraits on the Satsuma Rebellion Game Board (Fig. 2), bold 
purple borders divide each of the five oban sheets into four independent compositions. The 
                                                          
148 Smith, Since Meiji, 365. The popularity of lithography and photography led to a heighted interest in one-point 
perspective and other Western pictorial techniques. 
149 Yuriko Iwakiri and Amy Reigle Newland. Kuniyoshi: Japanese Master of Imagined Worlds (Leiden; Boston: 
Hotei, 2013), 9. 
150 Ibid. This series is based on Takizawa Bakin’s 1805 translation of the 14th century Chinese epic Stories of the 
Water Margin (Shuizhuan). 
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resulting 20 portraits follow a distinct formula.151 Each image is signed, 13 with Tsukioka 
Yoshitoshi and seven Taiso Yoshitoshi, with each signature enclosed within the red outline of 
the cartouche.152 Frozen in dynamic and diverse poses, the rebels burst from the white ground of 
the paper in vibrant color. Some spaces portray the warrior alone, weapons held at the ready, 
while others include elements of their surroundings, such as a screen or a bucket. Yoshitoshi 
identifies each rebel by both name and a written biography integrated into each composition (in 
all but the top left portrait). Text descends from the top right corner of each portrait, framing the 
contours of the figure as it crosses the top of the composition. The flow of text, twisting bodies, 
and lively colors evoke the movement of battle as the player moves throughout the board.   
 This formula of text and hero grounds these portraits of the Satsuma rebels not simply in 
the visual language of musha-e, but specifically that of Kuniyoshi’s iconic series Stories of the 
True Loyalty of the Faithful Samurai (1847). Based on the wildly popular story of Chushingura, 
Kuniyoshi’s series portrays the forty-seven samurai who devoted their lives to vengeance 
following the wrongful death of their master.153 Inspired by the historical Ako incident (1701-
1704), this tale of revenge, honor, and triumph over a crooked government became the paragon 
of bushido, or “way of the samurai.”154 Kuniyoshi’s series broke from the popular Kabuki-
inspired imagery of the story to present individual portraits set against the paper tone and 
                                                          
151 Oban is a standard print size measuring approximately 25.3 x 38 cm. Japanese prints are described and discussed 
by their uniform sizes. More information about print sizing and background information about Japanese woodblock 
prints can be found in: Amy Reigle Newland, The Hotei Encyclopedia of Japanese Woodblock Prints (Amsterdam: 
Hotei Publishing; 2005). 
152 Woodblock print artists used different go, or artist names, throughout their careers. While the use of a particular 
name can sometimes indicate dating, Yoshitoshi was rather erratic in his go usage, so this signature discrepancy is of 
little help here. This is discussed in greater depth in: Segi Shinichi, Yoshitoshi, The Splendid Decadent (First 
American Edition. Kodansha: Tokyo, 2009). 
153 For the full story see: David R. Weinberg, Kuniyoshi: The Faithful Samurai (Amsterdam: Hotei, 2005). 
154 Ibid. 
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complete with a written bibliography. While the loyal ronin of Chushingura were largely literary 
creations, Yoshitoshi evokes their familiar representations to depict the very real warriors of the 
Satsuma Rebellion. 
A comparison of Yoshitoshi’s portrait of Shinohara Kunimoto (space 1C) from the game 
board to Kuniyoshi’s portrait of Yazama Shinroku Mitsukaze from True Loyalty of the Faithful 
Samurai (Fig. 16) reveals this striking structural similarity. Each artist presents the warrior in a 
dynamic pose, but dissociated from battle. These poses recall the mie of kabuki theater, where 
the actor pauses holding an exaggerated expression and posture at the height of drama. Set 
against a simple background, the ample detail of the weaponry and textiles becomes the focus of 
each portrait.155 In both designs, the warrior’s story ripples above the figure, bringing the 
character to life in the viewer’s imagination through word and image.  
As Yoshitoshi draws on the familiar form of Kuniyoshi’s famous series, the Satsuma 
rebels spring to life in pictorial vernacular of 19th century heroism. By depicting the Satsuma 
rebels in the familiar conventions of not simply musha-e, but specifically Kuniyoshi’s famous 
series of idolized samurai, Yoshitoshi aligns the rebels with the samurai code of bushido – honor 
and loyalty. Yoshitoshi presents the Satsuma Rebellion as another tale of samurai bravery, honor, 
and loyalty to add to the canon of musha-e. Though Yoshitoshi weaves colors, fabrics, and 
technologies of past and present to suggest adaptability of the rebels, he grounds the rebellion 
and its actors in Japan’s longer history of heroism, representation, and theatricality through the 
allusion to musha-e. 
                                                          
155 These dynamic poses common to musha-e come from kabuki theater. At the most dramatic moment in a play, the 
actor freezes for emotional impact in an exaggerated pose and facial expression. As the world of prints and the 
kabuki theater were rather codependent at the birth of warrior prints, many warrior prints are in fact scenes from 
plays that were popular at the time.  
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Echoing Meisho-e: An Increasingly Political Landscape 
 As Yoshitoshi shapes the rebels of the game board through pictorial reference to musha-
e, Kunisada III looks the ukiyo-e genre of meisho-e in War in the Western Nations (Fig. 3). 
Closely tied to the loosening of travel restrictions in the early 19th century, meisho-e, or “famous 
place pictures,” celebrate beloved views and landmarks of Japan.156 The landscapes of artists 
such as Hiroshige and Hokusai invited a travel-hungry public to indulge their travel aspirations, 
remember their journeys, and reflect on the natural beauty of Japan. Hiroshige’s View of Miho 
Bay in Suruga Province (c.1845) (Fig. 17) provides an example of a meisho-e design printed in 
the uchiwa-e format. As the Forest of Miho extends from the right edge of the fan into the deep 
Prussian blue of the bay, Mt. Fuji breaks through the clouds on the right. The ship in the 
foreground reveals a glimpse of the straw-cloaked travelers aboard, but Hiroshige trades detail 
for atmosphere as crisp white sails fade into the evening mist. Though the combination of new 
color technology, newfound freedom of information, and the emphasis on of-the-moment 
imagery places War in the Western Nations firmly in 1877, Kunisada III’s uchiwa-e diverges 
from contemporaneous depictions of the battle through its reference to the aesthetic vocabulary 
of meisho-e. 
This distinction becomes clear through the comparison of War in the Western Nations 
with Yoshitoshi’s untitled triptych of the same mid-March campaign from A Short History of 
Meiji (1877) (Fig. 18). Both Kunisada III and Yoshitoshi portray the arrival of the Imperial navy 
at the coast of Kagoshima. Yoshitoshi’s close vantage point on the rebels emphasizes the 
individuals and their purple-clad leader, Saigo Takamori. As the top cartouche relays the tale of 
                                                          
156 Amy Reigle Newland, The Hotei Encyclopedia of Japanese Woodblock Prints (Amsterdam: Hotei Publishing; 
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the ships’ landing, Yoshitoshi accentuates the bravery of the rebels in their confident posture and 
articulated weaponry, while heightening the drama of the scene with the night setting, white-
capped sea, and jagged shoreline. Like Shoso’s central print from the Satsuma Rebellion Game 
Board, Yoshitoshi incorporates elements of imported pictorial style in the shading of the cliffs 
and evocation of illusionistic space. Though both the triptych and Kunisada III’s fan boast the 
bright red of aniline dye and capture the same moment imperial arrival, upon comparison, it 
becomes evident that the War in the Western Nations is rooted in different pictorial language. 
As bursts of smoke bloom from canons on shore and imperial ships at sea, Kunisada III 
sets the battle within a landscape rendered with the same tenderness that Hiroshige’s lavishes on 
View of Miho Bay (Fig. 17). Kumamoto Castle rises from the rolling hills that create the 
patchwork of greens on the right side of the composition.157 Clusters of thatched rooves huddle 
throughout the landscape beneath the blush of cherry blossoms. Eosin red burns the horizon, 
cutting through Kagoshima’s lush shoreline. This stylized cloud is a decorative motif found 
throughout ukiyo-e that dates back to narrative handscrolls and screen painting.158 The blooming 
cherry blossoms speak to the season, but also offer an enduring symbol of the samurai.159 Given 
their brilliant, but fleeting beauty, these flowers were associated with the life of the warrior 
throughout Japanese art.160 Like Hiroshige’s View of Miho Bay, War in the Western Nations 
                                                          
157 The assumed identity of castle reached based on temporal alignment of the military campaign and the precise 
printing of this fan print. This castle no longer exists today.   
158 For an example of this motif in handscrolls, see: Unknown, The Story of Sakyamuni, 17th-18th century, Tosa 
School, Edo Period (1605-1868). British Museum. For an example in painting, see: Unknown, Butterflies, Chapter 
24 from The Tale of Genji, Momoyama period (1573–1615). Metropolitan Museum of Art. 
159 Jacqueline M. Atkins, Bard Graduate Center for Studies in the Decorative Arts, and John W Dower, Wearing 
Propaganda : Textiles on the Home Front in Japan, Britain, and the United States, 1931-1945 (Conn.: Published for 
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presents a highly atmospheric impression of the landscape at hand. While Hiroshige’s landscape 
carries undertones of Japanese mythology and travel culture, Kunisada III’s fan print intertwines 
the physical and political landscape of Kagoshima.161  
While the material and subject of War in the Western Nations are inarguably as 
contemporary to 1877 as Yoshitoshi’s triptych, Kunisada III sets the stage for battle in the 
pictorial vocabulary of meisho-e. Over 4000 soldiers died in this March campaign, but War in 
the Western Nations captures this violent current event through the atmospheric visual language 
of an earlier generation of woodblock printmaking. Absent is the drama or rebel glorification of 
Yoshitoshi’s triptych. In its place, Kunisada III inscribes the landscape of Shirakawa port with a 
new source of fame. As the Forest of Miho in Hiroshige’s View of Miho Bay would call to mind 
the legend of Hagoromo, War in the Western Nations would evoke Japan’s contemporary 
modernization. The use of a familiar visual vocabulary to communicate an unfamiliar Japan 
allowed Kunisada III’s fan to engage “the hearts and emotions” of Japanese citizens.162 Without 
an apparent bias to either side of the rebellion, this fan brings the topic of Japan’s civil unrest 
into a public, national discourse through a medium particularly apt for this purpose. 
Echoes in Textiles: WWII Propaganda Kimono 
As the Satsuma Rebellion marks a new meisho in the physical and cultural landscape of 
19th-century Japan, War in the Western Nations aestheticizes the battle beyond atmospheric 
effect, nearly transforming this militaristic scene into a decorative pattern. This aestheticized 
rendering of the rebellion through uchiwa-e foretells the wearable militarism of 20th century 
                                                          
161 Often the sites portrayed in meisho-e hold significance in popular culture, history or legend. In Hiroshige’s View 
of Miho Bay (Fig.17), the Forest of Miho that stretches into the water is the location of a famous myth in which a 
heavenly deity descends from the heavens to bathe in the water. 
162 Meech, 229. 
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textiles. Though war began to bleed into the landscape in 1877, the taste for battle had saturated 
Japanese culture by the turn of the century. As War in the Western Nations draws upon the 
pictorial vocabulary of meisho-e, a comparable aesthetic translation can be found in a silk obi 
from late 1930s (Fig.19). Like Kunisada III’s fan, the militaristic subject matter plays out on a 
traditionally Japanese object – an obi, the silk sash used to tie around the waist of the kimono. 
The focal point of the repeating design presents a line of battle ships crossing the horizon 
beneath a fleet of warplanes, all accompanied by the sheet music for a war song. This overtly 
militaristic imagery is, to use Atkins’ word, “softened” with through the use of the floral patterns 
and linear grasses native to kimono design.163 The color scheme of pale green, peach, and white, 
subdue the scene, rendering the militaristic ideology more decorative and feminine. As Kunisada 
III pulled from meisho-e and enduring decorative motifs in his fan print, this obi translates an 
image of naval eminence into the familiar language of kimono design. 
While separated by medium and over six decades, War in the Western Nations and 
propagandistic textiles are united as technologies of enchantment.164 In each case, this 
enchantment is achieved through the use of the newest dyes, of-the-moment imagery, and a 
national sentiment – in one case that of transition and in the other, imperialism – but expressed 
within an existing and ingrained visual vocabulary. When these militaristic objects were worn, 
whether as a kimono, obi, or fan, the decoration acquired an important function: an alignment of 
the individual to the object, and with that, an alignment of the individual to the ideas captured in 
the decoration of that object. For one, giving a voice, for the other, becoming part of a national 
battle cry, however ill-fated. Yet, in both, these ornamental objects fostered a unified national 
                                                          
163 Atkins, 65.  
164 Alfred Gell, Art and Agency: An Anthropological Theory (Oxford ; New York: Clarendon Press, 1998), 74. 
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character through a familiar pictorial language, synthetic dyes, new media, printing technology, 
and fashion. 
Conclusion 
 Though Shoso, Yoshitoshi, and Kunisada III define their respective “props” of Japanese 
modernity in clothing and technology, the impact of these props is inseparable from the stages 
upon which they are set. For each artist, the choice of pictorial vocabulary shapes how the viewer 
sees the props and corresponding version of Japanese modern identity presented. Through the 
incorporation of linear perspective and volumetric shading, Shoso pointed to both new things as 
well as a new way of seeing, depicting, and understanding one’s reality. Feeding the desire for 
detail and veracity, Shoso embraced imported pictorial forms, but also echoed the early use of 
these techniques in Yokohama-e through the printed frame. While Shoso draws from the 
pictorial vocabulary of photography and lithography, Yoshitoshi and Kunisada III turn to that of 
ukiyo-e. Drawing upon the familiar pictorial conventions of musha-e and meisho-e respectively, 
these artists present their props – and Japan’s transitioning identity – in a familiar visual 
vocabulary, the legacy ukiyo-e, and the adaptability of the woodblock print medium. 
 In Modernities of Japanese Art, John Clark considers the question of pictorial form in the 
later years of Meiji and beyond. He suggests that the introduction of new visual styles challenges 
the validity existing modes of representation, “relativizing” them as the society modernizes.165 
Yet, simultaneously, “self-consciously adopted and manufactured styles on a mass scale may 
stand as a process of re-legitimizing what had once been relativized by modernity.”166 Though 
Clark’s statement considers the later stages of Japanese modernization, his theoretical framework 
                                                          
165 John Clark, Modernities of Japanese Art (Leiden: Brill, 2013), 61. 
166 Ibid. 
 
 60  
applies to Shoso, Yoshitoshi, and Kunisada III’s manipulation of pictorial form in 1877. Both the 
Satsuma Rebellion Game Board and War in the Western Nations capture a critical moment of 
bifurcation in the history of Japanese woodblock print – a moment when this relativizing and re-
legitimizing occurs simultaneously. 
As the 19th century came to a close, the woodblock medium set off in two distinct 
directions: one reaching into the historical past, the other to an aspirational future. Senso-e 
present a “relativized” iteration of the medium. This genre incorporated the ways of seeing 
popularized through lithography and photography through the adoption of grey for the key block 
impression (which allowed greater nuance for shading), emphasis on visual veracity, and of-the-
moment imagery. Prints such as Ginko’s Attack on Jinzhou Fortress (Fig. 12) present these 
pictoiral elements at work. In contrast, genres such as bjin-ga (“pictures of beautiful women”) 
and kacho-e (“bird-and-flower pictures”) engaged in the “re-legitimization” of the woodblock 
medium. Artists of these genres largely turned away from imported ways of seeing in favor of 
the visual styles and subjects codified in the history of ukiyo-e. The Satsuma Rebellion prints at 
the heart of this thesis sit between these opposing directions, simultaneously incorporating 
elements of the familiar and the imported – between history and aspiration. While in 1877, the 
woodblock had not yet been “relativized,” the visual language of the medium was changing 
rapidly. As these prints capture the military negotiation of identity at the moment of Meiji 
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CHAPTER 5: CONCLUSION 
 
From Folktale to Argument: The Power of Things  
Just as Yoshifuji brings objects to life to humorous effect in his Playful Contest of 
Japanese and Imported Utensils (Fig. 1), the notion of living objects has a rich basis in Japanese 
folklore. Dating back to the 10th century, the term tsukumogami refers to things or tools brought 
to life by a spirit.167 Utagawa Shigekiyo (active c. 1860–1890) presents a composite of these 
anthropomorphized monsters in the 1860 print Bakemono (Fig. 20). In the bottom left corner, the 
handle of a paddle fan rises from a kimono like a neck. The blue and white of the fan becomes a 
face, eyes cast towards the embodied kettle to its right. From vegetables to drums, lanterns to 
straw cloaks, Shigekiyo’s composite of popular monsters features a large proportion of 
tsukumogami. Though the mechanics of tsukumogami transformation remain contentious among 
scholars today, according to the Heian period (794-1185) painted handscroll Tsukumogami 
Emaki, an object receives a spirit after one hundred years of use.168 Significantly, the object does 
not change through the mere passing of time, but through a provocation. When the owner tries to 
dispose of the object, it becomes angered and transforms into a yokai, or monster, as found in 
Bakemono.169
                                                          
167 Elizabeth Lillehoj, “Transfiguration: Man-Made Objects as Demons in Japanese Scrolls,” Asian Folklore Studies 
54, no. 1 (1995): 7–34, 7. 
168 Ibid, 8.  
169 Ibid, 24. 
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 In the thirteen years between Shigekiyo’s Bakemono and Yoshifuji’s triptych, popular 
belief in tsukumogami continued its steady decline since the Edo period (1603-1868). Yet, the 
power of objects did not dwindle with belief but transformed into a pervasive force of argument 
in the definition of modern Japan. As the demons of folktales were relegated to fiction, new 
demons stirred in foreign imports, a nascent government, and imperial aspirations. It is important 
note that these objects wielded agency in their own right. As commercial goods, these objects 
asserted this agency through market value, shaping a nation of consumers on scale as small as 
the purchase of single black cloth umbrella, to as grandiose as the imperial court bedecked in 
chandeliers and wool carpets. As the objects themselves lent the consumer the power to perform 
an identity, the pictorial representations of these objects contextualized their power within a 
carefully choreographed narrative. Provoked by the influx of the foreign and the push of Meiji 
modernity under the restored imperial rule, objects native to Japan and to distant lands alike 
sprang to life, newly empowered at the hands of woodblock print artists. In lieu of ghostly 
mischief, these things asserted the power of argument, whether through an authoritative 
projection of modernity or the battle cry of adaptability.  
In this thesis, these empowered objects seize the spotlight. Yoshitoshi and Shoso’s 
Satsuma Rebellion e-Sugoroku Game Board (Fig. 2) and Kunisada III’s War in the Western 
Nations: View of Shirakawa Port (Fig. 3) present two concepts of Japanese modern identity 
communicated through constructed stages and carefully laid props. Through this manipulation of 
both what is seen as well as how it is seen, these works capture the active negotiation of Japanese 
identity. This negotiation unfolds at a turning point in national history and the moment of fission 
that bifurcates future generations of woodblock printmaking. The Satsuma Rebellion Game 
Board brings the purported binary between feudal samurai and modern soldier into ideological 
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combat as it portrays a literal battle. Yoshitoshi suggests the adaptability of the samurai to 
modern Japan as he interweaves traditional Japanese weapons and imported firearms, ceremonial 
samurai armor and wool garments. Rendered in the language of musha-e, Yoshitoshi’s adaptable 
warriors come to life in the familiar, codified language of the heroic. Surrounded by Yoshitoshi’s 
warriors, Shoso’s print looks to Japan’s imperial past to validate the recent reinstatement of the 
imperial line. The figure of the victorious Prince Arisugawa and the pictorial-style of the scene 
ground the print in the imported fashions and technologies embraced by the Meiji government. 
But within the printed frame, the selection of objects shifts to appeal to the player’s nostalgia. 
Shoso’s stylistic allusion to centuries past connects the tepidly received Meiji government with 
Japan’s imperial heritage. This visual continuity parallels the imperial assertion of unbroken rule 
in official state documents. The Japanese declarations of war against China (1894), Russia 
(1904), and the United States and Britain (1941) all open identically: “We, by the grace of 
heaven, Emperor of Japan, Seated on the throne occupied by the same Dynasty from time 
immemorial; do hereby make proclamation to all our loyal and brave subjects as follows…” 170 
Parallel to the false binary of soldier and samurai, the Meiji government fostered the myth of 
imperial continuity. Constructed through visual language and written language alike, they then 
promulgated this myth through the proliferation of prints and nostalgic turn of phrase.  
As opposing views of Japanese modernity collide in the Satsuma Rebellion Game Board, 
Kunisada III’s fan brings the topic of Japanese modernity up for discussion in print and in life. 
Through its wearable nature, War in the Western Nations goes beyond the negotiation of past and 
present at work in its printed content – its color, meisho-e framing, and allusion naval prowess – 
                                                          
170 Volpicelli, Zenone. The China-Japan War Compiled from Japanese, Chinese, and Foreign Sources (London, 
1896), 137 (italics my own).  
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to engage its carrier Japan’s modernization. Until the 1870s, current events and political figures 
were verboten subjects, suppressed (if not always successfully) by stringent censorship laws.171 
Thus, the fact that an individual could purchase and publicly display this fan belies a newfound 
freedom of information and increasingly political citizenship. Whether printed in the design or 
embellishing the body, the historical identity and aspirational identity vie for public opinion in 
Satsuma Rebellion Game Board and War in the Western Nations. In both works, sartorial 
vocabulary, technology, and pictorial framing come together to present a conflicted identity, an 
active negotiation staged through ink and paper. These prints capture a transition of perception; a 
inversion of the lens from its outward gaze towards a rapidly encroaching foreign world, to an 
inward analysis of the self.  
Though scholarship on Meiji period prints historically has favored a clean evolution –
from Yokohama-e to senso-e, samurai to soldier, feudal nation to modern state – the images of 
the Satsuma Rebellion complicate both this historical transition and the art historical assessment 
of the woodblock medium. Military scholars such as Jaundrill view the Satsuma Rebellion as the 
“dress rehearsal” for the Meiji army, a critical internal victory that served as a prelude to 
Imperial encroachment in Korea and China.172 If the Satsuma Rebellion itself marked the dress 
rehearsal, woodblock prints offered the mixed, preliminary reviews of Modern Japan. Between 
the eager curiosity of Yokohama-e and the self-exaltation of senso-e, Satsuma Rebellion prints 
mark the internal negotiation between competing notions of Japanese identity, as well as 
                                                          
171 For more information about censorship laws: Sarah Elizabeth Thompson and Harry D. Harootunian, 
Undercurrents in the Floating World: Censorship and Japanese Prints (New York: Asia Society Galleries, 1991). 
172 D. Jaundrill, Samurai to Soldier: Remaking Military Service in Nineteenth-Century Japan (Ithaca: Cornell 
University Press, 2016), 155.  
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competing directions for the woodblock print – both in terms of pictorial style and social 
function. 
Beyond the Rebellion: From Discussion to Propaganda 
By the 1890s, the woodblock print medium shifted from a forum for popular discussion 
to vehicle of government endorsement. As Japan signed the Constitution of the Empire of Japan 
in 1889, the government coopted the woodblock medium to “familiarize, endorse, inform, and 
praise the process of modernization.”173 Though the images of the 1870s captured the Satsuma 
defeat and Meiji victory, these rebellion-related designs presented these events in relatively 
balanced, if not unbiased, terms: the audience could find modern heroes on either side of the 
battle. Like musha-e before them, the visual language of these transitional works obscures – and 
in the case of Kunisada III’s fan abstracts – the grim reality of the historical event. In the years 
following the Satsuma defeat, woodblock reportage of current events acquired an undeniably 
instructive and celebratory tone. While artists continued to view Japanese soldiers through rose-
colored glasses in senso-e, a heightened level of gore and cruelty crept into the depictions of 
enemy soldiers.174 
The government turned to woodblock print publishers to channel their desired image of 
current events. For example, publishers often prepared designs of government-sponsored events 
ahead of time as to ensure their timely release and promotional function.175 This preparatory 
                                                          
173 Julia Meech, The World of the Meiji Print: Impressions of a New Civilization (Weatherhill, 1986), 228. 
174 This is particularly prominent in depictions of Chinese soldiers during the Sino-Japanese War (1894-1895). 
Examples can be seen in Shinohara Kiyooki’s The Attack on Port Arthur beneath the Moon (1894) and Kobayashi 
Kiyochika’s Defying a Shower of Bullets, He Alone, Opened Hyeonmu Gate (1894). These triptychs can be found in: 
Bradley Bailey and Ackland Art Museum, Flash of Light, Fog of War : Japanese Military Prints, 1894-1905 
(Chapel Hill, N.C.: Ackland Art Museum, University of North Carolina at Chapel Hill, 2017), 62, 66.  
175 Meech, 228. 
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practice would continue through senso-e, as artists prepared battle scenes before they were aware 
of the outcome. Similar to the newspapers of the late 19th century, under the guidance of the 
Meiji administration, the woodblock medium became a conduit of government policy rather than 
a mirror of public sentiment.176 As Japanese citizenship became increasingly interlocked with the 
nation’s military identity through the 19th and into the 20th century, imperial aspiration became 
ubiquitous in popular media.  From textual expression in the Imperial Rescript on Education to 
visual manifestations in propagandistic kimono, official documents and popular media modelled 
appropriate behavior for adults and children alike.   
Towards the end of the 19th century, the Meiji government recognized the instructive and 
informative function of e-sugoroku and sponsored the production of shusse (success) sugoroku 
and kyokan (moral instruction) sugoroku.177 As recently explored by Rebecca Salter, interactive 
prints such as these game boards modeled the Meiji ideal of modern citizenship to Japanese 
children. While those directed at young boys emphasized military service, education, and 
country over self, those directed to young girls focused on the theme “good wife and mother.” As 
Salter emphasizes, these sugoroku brought Meiji values into the home, not only modeling 
desired behavior but also guiding perception of history. Though sugoroku shifted to lithographic 
production in the 20th century, the popularity of the instructive games continued through 
WWII.178  
Ogata Gekko’s (1859-1920) The Warlike Spirit (1893) sugoroku provides an example of 
this genre (Fig. 21). On the eve of the Sino-Japanese war, Gekko brought the teachings of 
                                                          
176 Ibid, 229. 
177 A board game similar to Chutes and Ladders. See footnote 27 in Chapter 2 for more information about sugoroku. 
178 Rebecca Salter, Japanese Popular Prints : From Votive Slips to Playing Cards (Honolulu: University of Hawaii 
Press, 2006), 172. 
 
 67  
Admiral Ogasawara Naganari, the tutor to the crown prince, to life in illustrated form.179 Within 
the bright red border, the game charts the ups, downs, and expectations of a military career.180 
The two desired outcomes of the game –promotion to the rank of general or an honorable death 
and subsequent enshrinement – emphasize an increasingly important point in Meiji Japan: the 
state and service thereto comes before the self. As Gekko’s game board modeled this self-
sacrifice for Japanese children, the Military Rescript stated this value quite plainly. The 
document urged the soldiers to “confine yourselves to the observance of your principal duty, 
which is loyalty, remembering always that duty is heavier than a mountain (and so to be much 
regarded), while death is lighter than a feather (and therefore to be despised).”181 This sense of 
sacrifice extended beyond the conscripted to the Rescript of Education as well, which advised 
citizens young and old to “offer yourselves courageously to the State” in the case of national 
emergency.182  
This didactic, militaristic nationalism escalated as Japan demonstrated its military might 
in the Sino-Japanese and Russo-Japanese wars, culminating on the eve of WWII. As sugoroku 
became a tool of indoctrination for a new generation of Meiji citizens, wearable images of war 
gained traction following the Satsuma Rebellion. While artists produced war-themed fan prints 
through the 20th century, militaristic ornamentation spread from the affordable, disposable 
uchiwa-e to boldly patterned silk kimono, toys, and more. For men, propagandistic textiles 
                                                          
179 St. Louis Art Museum et al. Conflicts of Interest: Art and War in Modern Japan (Saint Louis Art Museum, 
2016), 105.  
180 Ibid. 
181 Roger J. Spiller, “Appendix C: Imperial Rescript to the Army and Navy” from Human Bullets: A Soldier’s Story 
of Port Arthur, trans. Honda Masujiro (Lincoln; University of Nebraska Press, 1999), 264. 
182 Spiller, “Appendix A:Imperial Rescript on Education” from Human Bullets, 259. 
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became a “parlor performance” of nationalism. Atkins explains that these textiles were sewn to 
the under kimono and men held private parties to show them off.183 Yet, as with Kunisada III’s 
fan, a more strongly feminized accessory, the most visible of these propagandistic kimono would 
take the form of women’s haori, or outer coat, and the kimono of young children. The girl’s 
haregi titled Tripartite provides an example of this war-fueled textile tradition (Fig. 22). Set 
against a bright checkerboard of yellow, orange, and red, symbols of Imperial Japan, Nazi 
Germany, and Italy celebrate the alliance of the Axis Powers.184 The flags of these three nations 
scatter across the garment, joined by colorfully rendered technologies of war. Like War in the 
Western Nations, Tripartite forefronts technology and current events through a familiar medium, 
yet at a far greater scale. The intertwined nationalism and militarism that emerged with the Meiji 
Restoration literally envelops the wearer of Tripartite, a pinnacle of nationalistic fervor on the 
eve of its undoing.  
Looking Forward: Reassessing Meiji    
It is important to note that the Meiji period was not the only moment of such convulsion 
in Japanese history, though it is at the heart of this thesis. As Japan imported, adapted, and 
naturalized aspects of European and American culture in the Meiji period, this process of the 
“naturalization” of imports had precedent centuries before with Chinese imports. A fitting 
example of such naturalization can be seen through kacho-e, or bird-and-flower prints. Though 
the genre originally came from Chinese genre painting, during the early 18th century woodblock 
                                                          
183 Jacqueline M. Atkins, Bard Graduate Center for Studies in the Decorative Arts, and John W Dower, Wearing 
Propaganda : Textiles on the Home Front in Japan, Britain, and the United States, 1931-1945 (Conn.: Published for 
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184 Atkins, 331. The Tripartite Act was signed into action on September 27, 1940, signaling the official alliance of 
the Axis Powers – Germany, Italy, and Japan. 
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printed books of kacho-e imagery began “circulating widely in Japan, making it easier for 
Japanese artists…to internalize a wide range of bird and flower designs.”185 And internalize they 
did.  By the 20th century kacho-e had become both undeniably Japanese, but ubiquitous in daily 
life. Centuries before the changing pictorial forms and new subjects of Yokohama-e, the bird-
and-flower genre had been imported, “domesticated,” and made characteristically Japanese at the 
hands of Japanese artists. Thus, as Japan presented Germany and Italy with an album of kacho-e 
by Tsuchiya Rakusan (1886-1976) at the signing of the Tripartite Act in 1941, this diplomatic 
gift mirrored the domestication of Western Imperial ideology peaking at this moment of 
diplomatic gift exchange in WWII. Through the course Meiji period, imported pictorial 
languages, subject matter, as well as Western-style Imperialism each transitioned from accepted 
import to Japanese interpretation.  
The term “kaika” literally means “societal change,” but can also mean the act of 
“civilizing” in an active sense.186 This verb form of kaika characterized the imperial destruction 
of its last dissenters in the Satsuma Rebellion, but also served as a means to construct an Imperial 
“Other.” As the rebellion created the false dichotomy of “civilized” soldier and “uncivilized” 
samurai within Japan, the idea of Datsu-A-Ron, or “Leaving Asia” created a new dichotomy of 
“civilized Japan” and an “uncivilized” Asian Other on the international stage. During the Meiji 
period and beyond, this understanding was invoked to justify the exportation of Japanese 
enlightenment and act of “civilizing” throughout Asia. As described by Albert Craig, “Kaika was 
not just a ‘movement’ in the usual sense of the term…it was the intellectual and social 
                                                          
185 Amy Reigle Newland, The Hotei Encyclopedia of Japanese Woodblock Prints (Amsterdam: Hotei Publishing; 
2005), 214. 
186 Referring to “kaika” of the Meiji slogan bunmei kaika or as it is often translated, “civilization and 
enlightenment.” See Chapter 1 for further information.  
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expression of the convulsion that transformed Japanese society.”187 I argue that this convulsion 
of “domestication” can be traced to the national negotiation of Japanese modern identity that 
lagged beyond the Meiji military victory in 1877. 
Yet, this period has received little scholarly interest. While Meiji prints depicting the 
lavishly decorated halls of the Rokumeikan often claim the spotlight for late 19th century 
printmaking, the material and ideological negotiation of identity that infiltrated distinctly 
Japanese objects in the 1870s remains underexplored.188 Reduced to a preface in discussions of 
senso-e or an afterthought in catalogs of yokohama-e and musha-e, images of the Satsuma 
Rebellion, particularly interactive prints, receive little more than cursory glances in 
contemporary scholarship. However, these glances present an opportunity: to enter the fray of 
this tumult of transition and explore its reverberations across the woodblock print medium and 
Modern Japanese identity.  
Woodblock prints of the Satsuma Rebellion function both as an encore and preview. An 
encore of the edokko values dissipating amidst Meiji edicts, the theatricality honed through 
kabuki, and the unique reportage of the woodblock print. A preview of the Meiji militarization 
that courses through senso-e, the imperial “Othering” of the Chinese, and the growing desire for 
visual veracity. Thus, through the printed medium, the Satsuma Rebellion becomes a contested 
tale, torn between a nostalgic performance and a crystalizing reality. Offstage, the battle had 
ended and the direction for modern Japan was clear. But in the realm of prints, arguments of 
adaptability and aspiration perpetually play out through costumes, props, and sets. As these 
                                                          
187 Albert M. Craig, Civilization and Enlightenment: The Early Thought of Fukuzawa Yukichi (Cambridge: Harvard 
University Press, 2009), 145. 
188 Built in 1883, the Rokumeikan was a Western-style building in Tokyo that became a symbol of the Meiji 
government’s modernization based on the Western Imperial model. The building appears in many of the most 
commonly presented images from Meiji-period printmaking.   
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stagings urge the authenticity of the performance to the Meiji-period audience, they invite 
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Figure 2 – Tsukioka Yoshitoshi and Mishima Shoso, Satsuma Rebellion e-Sugoroku Game 
Board, 1877, Six joined oban sheets, color woodblock print, 30 7/8 x 29 1/8 in. Ackland Art 
Museum. 
 











Figure 3 – Utagawa Kunisada III, The War with the Western Nations: View of 
Shirakawa Port, 1877, oban, color woodblock print, 9 3/16 x 11 5/8 in. Ackland Art 
Museum. 
 





























Figure 4 – Detail of Shoso’s central oban print. From Satsuma Rebellion     
e-Sugoroku Game Board, 1877, Six joined oban sheets, color woodblock 
print, 30 7/8 x 29 1/8 in. Ackland Art Museum. 
 





























Figure 5– Uchida Kuichi, The Empress, c. 1872. Albumen print. Source: 
Source: John W. Dower, “Throwing Off Asia I: Chapter Four – Reinventing the 
Emperor,” Massachusetts Institute of Technology, MIT Visualizing Cultures, 
2008.  
 





























Figure 6 – Detail of Yoshitoshi’s bottom right oban print. From 
Satsuma Rebellion e-Sugoroku Game Board, 1877, Six joined oban 
sheets, color woodblock print, 30 7/8 x 29 1/8 in. Ackland Art 
Museum. 
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Figure 8 – Uchida Kuichi, Emperor Meiji, c.1873, albumen print. Source: 
MIT Visualizing Cultures, 2008.  
 
Figure 9 – Utagawa Hiroshige III, Printing Tokyo Nishiki-e from the 
series Products of Greater Japan, August 1877. Source: Salter, Japanese 
Popular Prints. 
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Figure 11– Utagawa Hiroshige III, Picture of a Steam Locomotive along the Yokohama 
Waterfront, c.1874. Color woodblock print triptych. Arthur M. Sackler Gallery. 
 
Figure 12 – Adachi Ginko, Attack on Jinzhou Fortress, 1894. Color woodblock print triptych. 
Ackland Art Museum. 
 
 





























Figure 13 – Kobayashi Kiyochika, Japanese Ship Bagging 
Chinese Ships from the series One Hundred Choices, One 
Hundred Laughs, 1895. Oban, color woodblock print. 
Honolulu Museum of Art.  
 





























Figure 14 – Kobayashi Kiyochika, Aimless Boats from the series 
Hurrah for Japan! One Hundred Choices, One Hundred Laughs, 
1904. Oban, color woodblock print. British Museum. 
 





























Figure 15 – Utagawa Yoshiiku, A Great Elephant from the series 
Camera Views, 1861. Oban, color woodblock print. Philadelphia 
Museum of Art. 
 





























Figure 16 – Utagawa Kuniyoshi, No. 40, Yazama Shinroku Mitsukaze, 
from the series Stories of the True Loyalty of the Faithful Samurai, 
1847. Oban, color woodblock print. Museum of Fine Arts Boston. 
 













Figure 17 – Utagawa Hiroshige, View of Miho Bay in Suruga Province, c.1845. Oban, 
color woodblock print. Source: Faulkner, Hiroshige Fan Prints. 
 





























Figure 18– Tsukioka Y
oshitoshi, untitled, from





















Figure 19– Obi (with detail of recurring pattern), Unidentified artist, late 1930s, silk. 
Source: Atkins, Wearing Propaganda. 
 





























Figure 20 – Utagawa Shigekiyo, A New Collection of Monsters, 1860. 
Color woodblock print, oban. Museum of Fine Arts, Boston 
 





























Figure 21 – Ogata Gekko, The Warlike Spirit, 1893. Joined color woodblock 
prints. 39 x 29.1 in. St. Louis Art Museum. 
 








Figure 22 – Unknown, Tripatriate, Girl’s haregi, 1940-1941. Collection Hirai 
Sachiko. 
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APPENDIX: GLOSSARY 
 
bunmei kaika – Slogan of the Meiji government often translated as “civilization and 
enlightenment.” This idea was founded upon the adoption of Western technology, fashion, 
government, and military prowess.   
meisho-e - Meisho-e, or “famous place pictures,” is a genre of prints that celebrate famous sites 
in Japan. Closely tied to the loosening of travel restrictions in the early 19th century, these prints 
often depict famous views and landmarks.   
musha-e – Meaning “warrior pictures,” this term refers to the genre of woodblock prints that 
center on historical warriors and legendary battles. 
oban – This was the most common standard print size, measuring approximately 25.3 x 38 cm. 
Japanese prints are described and discussed by their uniform sizes. 
omocha-e – Meaning “toy pictures,” this genre of prints was intended for interaction and 
instruction, such as game boards, paper dolls, and more. Often these prints targeted children, but 
others were enjoyed by adults as well. 
senso-e – Translated to “war pictures,” this genre crossed both woodblock prints and paintings 
capturing images of Japanese military exploits during the Sino-Japanese War (1894-1895) and 
the Russo-Japanese War (1904-1905). 
sugoroku - Translating to “double sixes,” is a multiplayer board game played with a pair of dice. 
Similar to Chutes and Ladders, all players begin at the starting point (furidashi) and progress 
throughout the board through rolling the dice. The first player to reach the finish (agari) wins. 
tsukumogami – Appearing in folklore since the 10th century, this term refers to things or tools 
brought to life by a spirit. 
uchiwa-e –  Literally “fixed pictures,” these designs were printed in the shape of a paddle fan. 
They would be then be cut from the sheet and pasted to the bamboo skeleton of a paddle fan. 
uki-e – Translating to “floating pictures,” these images played with linear perspective, but used 
single-point perspective to entertain, not to achieve visual veracity.  
ukiyo-e – Meaning “pictures of the floating world,” this includes the prints and paintings that 
captured the merchant-class pleasure culture that flourished in Edo between 1603 and 1868. 
Yokohama-e – Meaning “Yokohama pictures” this genre of woodblock prints emerged in 
reaction to the influx of foreign people and objects into the port of Yokohama following the 
Japan’s engagement in trade in 1854. Also called Yokohama shashin. 
Yokohama shashin – Another term for Yokohama-e. In modern Japanese, shashin (写真) means 
“photograph,” at the time, the term meant “true likeness.” 
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